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PREFACE.

The object of this book is to give the student a working

vocabulary of chords for the harmonizing of melodies in the order

of their practical value and harmonic importance. The author

has endeavored to encourage the student to use his ever-increasing

chord material,— not so much by warnings against what is bad, as

by examples of what is good, as musicians understand it, and by

maxims deduced from such examples.

This book is not intended to deprive the teacher of his occu-

pation, but rather to furnish him with useful text and material,

systematically arranged, which he is to illustrate and elucidate as

much as is necessary. To this end copious references and elab-

orate explanations of details have been avoided so far as is

consistent with lucid statement.

The student is supposed to have already a rudimentary knowl-

edge of the intervals, scales and chords given in the introduction.

THE AUTHOR.
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INTRODUCTORY.

SCALES, INTERVALS, AND CHORDS.

MAJOR SCALES.

The succession of tones CDEFGABC, called the scale of

C major, or natural scale, is the form on which the major scales

of all other keys are modeled. The distance between the tones is

as follows

:

CiDlEiFiGIAiBIC.
12 3 4 5 6 7 8

That is to say, between 3 and 4, 7 and 8 are half tones ; between

all the others consecutively, whole tones.

The names of the degrees or steps of the scale are : tonic,

supertonic, mediant, subdominant, dominant, submediant, and lead-

ing tone. The major scale is called diatonic, i.e., it progresses

from degree to degree throughout its compass.

While only the signatures of seven sharp and seven flat keys

are used in practice besides the natural one, the major scale may be

formed on any given tone by the use of double flats and sharps—
twenty-six keys in all.

To form a major scale on any given tone write the following

formula over the keynote, here indicated by x :

1*2*3J4*6'*6*718
x

and then fill in the notes required by the fractions.

MINOR SCALES.

The harmonic minor scale differs from the major in that its third

and sixth degrees are minor instead of major. The diatonic suc-

cession is therefore :

(IX)
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This scale contains the same tones (with the exception of the

leading tone) as the major scale whose keynote is its third, and

is therefore nearest to it in point of tonality. Hence the term

relative or parallel keys. The minor scales are formed in the same

manner as the major, using the above formula.

The melodic minor scale is not used, strictly speaking, for

harmonic purposes (see Lesson 40) , but may be here given as a

matter of general knowledge. Its sixth and seventh degrees are

major in ascending and minor in descending, the third of course

being minor in both cases.

i
-&-

n

INTERVALS.

The difference in pitch which separates two tones, whether in

combination or succession, is called an interval. This term is

also applied to the association of the tones themselves in regard to

pitch ; i.e., we say that F/tj
—^~

—

F to C is a fifth, whereas we mean

that the distance between them is a fifth.

Intervals are counted upward from the lower to the higher, and

are named
First, from the number of degrees of the scale which they

occupy, and

Second, from the number of tones and semitones which they

contain.

Thus to find the general or numerical name of any interval we put

ourselves into the major key of its lower tone. Its higher tone then

occupies the degree of the scale from which the interval is named

;

thus,

Fifth. Fifth. Fifth. Fifth.

m Sbz. f

Second. Third.

"S>

Fourth.

#
-\>v-

I
Fifth. Sixth. Seventh.

IIa> -&^ -&- -&- -<S>- -&- -6»-

The general or numerical name of intervals applies to their visible

difference in size, and is not affected by any number of accidentals

before their lower or upper tones.
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The specific name of intervals refers partly to the chromatic modi-

fication of the diatonic (normal) intervals of the scale, and partly to

their qualities as concords and discords; thus,

Unisons

Fourths

Fifths

Octaves J

\ are called perfect, being consonant.

Seconds "^

Thirds
> are called major or minor, according to size.

Sevenths

J

Any interval may be expanded by accidentals into an augmented^

or contracted into a diminished interval.

A perfect or major interval is augmented by one chromatic semi-

tone.

A perfect or minor interval is diminished by one chromatic semi-

tone.

Note. A second or ninth when diminished is called enharmonic— that is, two

different notations of the same pitch.

A major interval is diminished by two chromatic semitones.

A minor interval is augmented by two chromatic semitones.

Perfect. Augmented. Minor. Diminished. Major. Diminished. Minor. Augmented.

li^m^^̂ ^^mm
All the natural (normal) intervals of a major scale, counting up-

ward from its tonic (keynote), are either major or perfect.

Intervals greater than the ninth are named the same as those within

the compass of the octave.

The concords and discords are classified as follows:

Perfect unisons

^

Perfect fourths P
^ _ _ „ , > perfect consonances.
Perfect fifths

Perfect octaves y

Major and minor thirds ) . -

_ _
J
. . . . . > imperfect consonances.

Major and minor sixths )
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Major and minor seconds"^

Major and minor sevenths I

dissonances .

and all augmented and di-
f

minished intervals J

Dissonances must be resolved, i. e., followed by consonances.

By inversion

Octaves

Sevenths

Sixths

Fifths

Fourths

Thirds

Seconds

Unisons J

become -I

Unisons.

Seconds.

Thirds.

Fourths.

Fifths.

Sixths.

Sevenths.

. Octaves.

Major intervals become minor.

Minor intervals become major.

Augmented intervals become diminished.

Diminished intervals become augmented.

But Perfect consonances remain perfect consonances.

Imperfect consonances remain imperfect consonances.

Dissonances remain dissonances.

To find the name of any interval

:

Regard the lower tone as the tonic (keynote) of a major scale.

Count the degrees to the upper tone. If the upper tone corresponds

to the diatonic degree of the scale, the interval is either major or

perfect.

If it is greater by a half tone the interval is augmented.

If it is smaller by a half tone the interval is diminished or minor.

If it is greater by two half tones the interval is doubly augmented.

If it is smaller by two half tones the interval is diminished.

In case the lower tone is not a possible keynote of a major scale,

raise or lower it by an accidental to the nearest practicable tonic.

Then raise or lower the upper tone of the interval the same distance;

in both cases without altering the letters.
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CHORDS.

Xlll

A chord is a combination of three or more tones, erected in thirds

on a given tone, or derived by transposition from such a combination.

Thus is derived from a combination of thirds by

transposing the upper tone an octave lower
riflT

~*"g\~'g— *

^ -s>-

"
' -%r-

A chord with three different tones is called a triad.

A chord with four different tones is called a seventh chord (chord

of the seventh).

A chord with five different tones is called a ninth chord (chord

of the ninth).

The number of parts in a chord may be increased by doubling

any of its intervals. This does not alter its character as a triad

(three fold) , seventh chord (four fold) , or ninth chord (five fold)

.

Triad with
root doubled.

Seventh chord with Ninth chord with
root doubled. root doubled.

.—hg-

Sj *j II

Chords are designated by the name of the degree of the scale upon

which they are founded (tonic, dominant, subdominant, etc.), and

this tone is called the root of the chord.

When this tone is in the bass the chord is said to be in the funda-

mental position. When any other tone is in the bass the chord is

said to be inverted.

In vocal music the voices from the highest to the lowest are named

as follows

:

Soprano

Alto

Tenor

Bass

and their respective (average) compasses are

Soprano
_£2

Alto. Tenor. Bass.
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When the three upper voices of a chord lie so closely together that

no other interval of the same chord can be placed between them the

chord is said to be in close position.* Otherwise it is in Open

position.

A major third and perfect fifth constitute a major triad.

A minor third and perfect fifth constitute a minor triad.

A major third and augmented fifth constitute an augmented triad.

A minor third and diminished fifth constitute a diminished triad.

All major and minor triads are consonant.

The first inversion of a triad is called the chord of the sixth.

The second inversion of a triad is called the chord of the sixth

and fourth.

The first inversion of a seventh chord is called the chord of the

sixth and fifth.

The second inversion of a seventh chord is called the chord

of the fourth and third.

The third inversion of a seventh chord is called the chord of

the second, or sixth, fourth, and second.

All tones which form combinations not derived from the system of

thirds above mentioned are called nonharmonic or unessential tones,

and their function is melodic rather than harmonic.

In this case the three upper voices are within ine compass of one octave.
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LESSON I.

THE PRINCIPAL TRIADS OF THE MAJOR SCALE.

The principal triads of the major scale are those founded upon the

tonic, subdominant and dominant. As these triads contain every

tone of the scale, it is evident that a melody that is strictly diatonic

may be harmonized with these chords alone, provided that they can

be made to progress legitimately from one to another.

In the study of harmony as an art, two principals are of great

importance :

First, the proper selection and arrangement of the chords which

accompany a given melody

;

Second, the proper succession or, as it is called, progression of

such chords among: themselves.

I. SELECTION OF CHORDS.

Inasmuch as all chords are f^vmed originally by adding the third,

fifth, seventh, and ninth to a given bass tone (see Introduction), it fol-

lows that in harmonizing any given melody the bass tone is first to be

found, and the chord built upon it. Thus the tones of the major

scale will be harmonized as follows, using only the principal triads

:

Tonic. Supertonic. Mediant. Subdominant. Dominant. Submediant. Leading Tone.

II

^ig m ii

,
EXPLANATION.

I. I. Root of the tonic or fifth of the subdominant. 2. Fifth of

the dominant. 3. Third of the tonic. 4. Root of the subdominant.

5. Fifth of the tonic, or root of the dominant. 6. Third of the sub-

dominant. 7. Third of the dominant. From this it will be seen

that only three bass tones are needed to harmonize all the tones of

the scale.

(1)
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II. The root (bass tone) appears twice in such chords.

Note. It is said to be doubled. The root is always to be doubled for the present

in the fundamental position of the principal triads.

III. The chords appear with either root, third, or fifth at the top,

but always with the root at the bottom.

Note. The position of the triad will be referred to according to the intervals in

the soprano voice, i.e., root position, third position, fifth position.

IV. The first and fifth degrees of the scale have two possible

harmonizings, while all the others have but one. This is the begin-

ning of the principle of selection referred to above. (See Para-

graph I.)

2. CHORD PROGRESSION.

First— The progression of two voices in the same direction is

called parallel motion. This usually takes place when some other

voice becomes a connecting link between two chords.

(«) (*) (O

=g:
^-1-

(d)

eS>

:=]:

I^H

9i
15t

=4=—^--^- =t
=t i

(a.) Connected by {ft.) Connected by (c.) Connected by (d.) Connected by
alto G-G. alto C-C. soprano C-C. tenor C-C.

Second— The progression of two voices in opposite directions is

called contrary motion. This takes place when chords having no

tone in common succeed one another.

M (*)

3.

(

m
_^__ i

f=—

i

*=t
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Third

—

Oblique motion (which is not really progression at all, ex-

cepting in one voice) is the movement of a voice in any direction

against a stationarv tone.

-&-
I I I

*

It is obvious that oblique motion must always exist whenever a

connecting tone is present between two chords.

As in all harmonic progressions the smoothness and simplicity of

the voices is adesideratum, such progressions as the following are un-

desirable :

(
—j—i—j— r? -j r II

I
im Is J d -1 &2—

^

«| V ^ II

^ 1— =t==i==i ^

i~
-

—&—
j II

V^ d
e) 1 rj —f-

—

h*——^ r- -Ml

A chord may be repeated, however, in another of its positions.

On general principles the progression of a given chord is to the

nearest position of the next chord, and not to a more distant one,

utilizing, if possible, a tone common to both chords, and moving the

soprano, alto, and tenor in contrary motion to the bass when such tone

is not available.

•!

ipp
9^ -a..

V- -$=t JSLmSHEEEE z> *
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The tones of a melody often suggest, by their progression, the

harmony which underlies them.

3 5 8

8.

±i£=t*=£-* jt±3£t*l

:&:=^
I
-£-

i

For harmonizing the succeeding exercises, the following rules will

be sufficient

:

Rule i . When the melody contains successive tones of the same

chord, do not change the harmony {bass tone), but only the position

of the chord. But if a tone of the melody is repeated, change the

harmony— especially if the repeated note is on the first beat of the

measure.

9.

Rule 2. Unless one tone is common between two different chords,

move the bass i?i contrary motion to the three upper voices.

IO.

i" 1
,

w=^jp : fe-=?
^-^-H

1

1 sU^—

1

II

1
|

Contrary motion.

1 Y-?
Not. '

— g **~<S<

Contrary Not.

II

C\ * fJ — **" f? ,"? —fT" <->

) • r 1
1

""*-
l

1
i

1

**-
I IIs \ 1

1

1 •

- ' J 1 '
1 <?— I.I

This involves also another faulty progression, viz.: the skip of a

seventh in the bass. ( See Rule 3.)
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5

Rule 3. Avoid two fourths or two fifths in succession in the

6ass, also the skip of a seventh in either direction. ( See Example

.0.)

J
^

-^ St"
:=t

--r
in

&

The skip of an octave is, on the contrary, of excellent effect.

Note. These progressions are unmelodious, and are easily avoided; thus,

12. <

I (SI-
=t
-<s-

-^ 3^3":
O

-s- -<s>-
:g:-

II

=t

A triad is indicated by the figures 8-5-3, abbreviated to 8 or 5 or 3.

These figures indicate the intervals which lie in the soprano when

the bass is given.

The fundamental harmonies of each degree of the major scale are

indicated as follows

:

Tonic.

Supertonic.

Mediant.

Subdominant.

Dominant.

Submediant.

Leading Tone.

The chords which are major are indicated by large numerals, and

all others by small. The diminished fifth of the leading tone triad is

indicated by the sign °, (thus vn°). For the present we have only

to do with I, IV, and V.

All the given models are to be studied systematically as follows

:

1 . Study the model carefully, without the pianoforte.

Write out the bass, add the upper voices, and compare.

Write out the soprano, add the other voices, and compare.

Play the model from the bass only.

Play the model from the soprano only.
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d
^

-i-j^-l

-^- <5-
SSI_ —h^ (S-

• -$>- ^ li ^
-g<

—

j

—hs*—a*—
hi" W =t :1=pat

I I IV IV
—

J

J-J-—

r

I V V I IV IV I IV I

a. Connecting tone.

£. Change of position in same chord.

c. Change of harmony with repeated note.

The musical student is cautioned not to write thejifth in the bass

with the tonic triad. Mark Roman numerals under each chord, as

in the example given. Write the three upper voices on the upper

staff and carefully avoid incorrect notation.

EXERCISES TO LESSON I.

1 . Soprano given.

b. a. b.

i=i4 ;&
t=F

:=»- ^ i

2.

1
2=£:
2: ^^W=f^: -is*—&-

t=f
^-

3.

fe=*
:fcs? II

4.

i
iS^gg W ¥^

#--
~8:

*=^P= •^
^=^ n
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LESSON II

THE PRINCIPAL TRIADS OF THE MAJOR SCALE,

( Continued.)

In the foregoing lesson the subdominant and dominant triads have

been invariably preceded and succeeded by that of the tonic. The
succession, subdominant to dominant and dominant to subdominant,

has been avoided, not because it is in itself faulty, but because the

melody to be harmonized has not rendered it necessary.

As we have no tone in common between the subdominant and

dominant triads, we must progress according to Rule 2, Lesson I.

Progression by parallel motion between chords in the fundamental

position, having no tone in common, involves

First, consecutive parallel fifths.

13.

I

$t

Soprano and tenor, D-G, move in parallel motion to C-F respec-

tively.

Second, consecutive parallel octaves.

14.

I II

91=^

Tenor and bass, G-G, move in parallel motion to F-F respectively.

Both of these errors are avoided by observing Rule 2. The progres-

sion of the subdominant and dominant in such positions is as follows :

a.

•!

t:g 'Si I W
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The last progression of dominant and subdominant (see Example

15, a) is invariably to be avoided.

Rule i. The dominant triad is always succeeded by that of the

tonic ( ?iever by that of the subdominant ), when its third {leading

tone ) is in the upper voice.

\ -I 1—

16.

1 ~5t -&-

-& m:S=U
9-L

II

IV

Rule 2. In harmonizing a given bass keep all common tones in

the same voices.

\
3fc

=t & 4
-(&- -tSh

not not

-Z5)-

=£
F

m
1

Not because these progressions are incorrect, but because with a

given bass they are not necessary-

te
-£*-

Pi

EXERCISES TO LESSON II

t=±^ f=±=4
3=2

IV IV

m :d: ^q=
V IV IV V

The above model illustrates the progression of V and IV.
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Note. The root of the first chord is in the upper voice unless otherwise indicated.

1 . Bass given.

§±b:
:_£2-

ii

2.

mm
-OL \—a.

_<2-

i2_ II

& m
4.

i-c»:Lfl J
5 3

-
i

{2
1

^-W=5- 1 -1- & S> <©

—

i *=-+
1

1—
-

-J I

i

—

& 4==p a

-&- —

I

<5> <S>
=fc :t:

<©—
II-fil-

5., Soprano given

*-="£-•-

t=tt s iNf^jju iijjj+sa
ii ?—I—• H

£ ^-' d d

"N N
33E2

4=*
:*=
—

* ii

CADENCES.

The succession dominant to tonic triad, with the tonic on the

accent, is called the authentic cadence. (Example iS, a). The

succession subdominant to tonic, with the tonic on the accent, is called

the plagal cadence. (Example 18, 6.) The succession subdominant,

dominant, and tonic, is called the complete cadence. (Example 18, c.)

These successions are used, generally speaking, at the end of a piece,

and if the tonic triad appears with the root in the soprano and
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bass, the cadences are said to be perfect. If with any other inter-

val in either soprano or bass they are said to be imperfect.

THE PERFECT CADENCES IN C MAJOR.

{a.) Authentic. (b.) Plagal. {c.)

18.

(6.) Plagal.

J 4-

m o

4-&
-&-

=t m
complete.

m^
I IV I I

THE IMPERFECT CADENCE.

IV

Authentic.

V I

Plagal.

19.

—&- nm <Z-

E3;

1

II

1
Play the perfect cadences in every major key.

LESSON III.

THE PRINCIPAL TRIADS OF THE MINOR SCALE.

The harmonizing of melodies in the minor mode involves no new
principle. In harmonizing the exercises the raised leading tone

must not be overlooked. In a figured bass, it is indicated by a
jf

or t| over the dominant of the key:

EXERCISES TO LESSON III.

% % %

zB±2 —G> a
&

& \±=
1

—

&—
I

—

-& --&— - fS! Ml
2. 5

«5EE=( o t=t
s>- 1

3. Unfigured bass given.
5mmm^z&m »

if
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] i

y^/jyr^^a^^y^BE^

5.

il-t:us P
S * =tT=j:=t

t=t:
^—i-*- =1=3

Play the following cadences in every minor key.

Authentic.

20.

( TrVb—

1

1-4—
d~ a % bg-HHI

9^—

J

i J r~

1—& -p—3p—LHJ

^=^ II
\
y H. ^ i -"

.

^ J— O ^^ -" H
I V 1 1 V

21.

Plagal.

b_Lis -a—g-

+-*S=2;
S(Z B-—fe (2 1—S>-T—r- -g—=g 1

95*EE==EEzEE?
-^

I IV I

LESSON TV.

THE CHORD OF THE SIXTH.

If the third or fifth of a triad, instead of the root, appears in the

bass, the triad is said to be inverted :

22.

^ &
-&_ <$?

-& 6>

9 ;

Root. Third.
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Although a chord when inverted consists of the same tones as in

its fundamental position, yet its intervals from the bass are radically

changed, and from these intervals the chord receives its name : thus,

3

23.

—«? &-^>^—=||V^ Li

CV--^^ II9~ &^
II

»

From the bass tone the tenor is an octave, the alto a third, the

soprano a sixth, hence, 8-3-6, or chord of the sixth. The removal

of the bass from the root to the third of the chord results in the

doubling of the third, which we may obviate by removing the tenor

from the third to the root, thus leaving us with two roots, as in the

fundamental position.

The triad, however, when inverted, doubles the fifth or root with

equal frequency, and under certain circumstances the third also.

24.

i¥

Root. Fifth. Root. 3 6
6 3 6 6 3

a.
or_

:&-_

i

The first inversion of a triad is figured 6 or j> or 6. These figures

applied to the Roman numerals indicate both the fundamental

harmony and its inversions, i.e.

MEiz^i
16 IV6 V6

In harmonizing the exercises of this lesson the same rules apply

as in the previous one. Only the roots and fifths of the chord of the

sixth will be doubled, and in harmonizing basses the connecting tones

are to be strictlv observed.
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25.

9t
:F : -^

II

Note. In case of two possible connecting tones on the first or fifth degree of the

scale, the lower tone is usually the better to retain.

Some available progressions of the chord of the sixth in this

lesson are as follows

:

26.

m
-&- -&-

16 IV I< IV

-<S (S-

-<5>-
-&-

r—

r

=^—=n±t

4=:

16 IV6 I

hs?—S—F<a

-*S> I5>—h(S*—(S && &-&—Q-

—1—1—4-
zz^zz^zz^:—&—>d—«-

-e>—
-©>—©>—>^-

-<s>- -«- -;5>- n—r
=t=t

or

9± -^ g>- ^: ^=F=^

V6 I 16 IV6

^=55̂—
11

V6 16 V6 16

Possible combinations for harmonizing the different degrees of the

scale are as now follows :

27.

II

4-8

^Pz§s^p^ippi^ii;i
-

1

I 16 IV IV« V V« I IV IV« V V« I 16 IV
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From this it will be seen that we now have three more bass tones

at our disposal in the harmonizing of melodies.

—r-t
N

EXERCISES TO LESSON IV,

The triads are very often succeeded and preceded by their own
inversions.

1 . Bass given.m^m ^s & £2-
(2_ :^=t=:s

2.

^^^^^ £=i =4 ai
3. Soprano given.

m
±z=± -?EE*--

--
4—-•—4—

f

&-
in

4.

i_v— I I V I V

-Z5> & GL.

-F E
-<5> (S>-

J=4 *—

«

P p:

Incorrect notation is to be carefully avoided.

Play these complete cadences in every major and minor key.

I .
!• i_ _ ^

28.

m. * -<S-
-<2 g-

r—

r

-<5

-*> (2- --4—F^—

I

s-

II
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LESSON V.

THE CHORD OF THE SIXTH AND FOURTH.

The second inversion of a triad is called the chord of the sixth and

fourth. It is formed by placing the fifth of the triad in the bass.

29.

Root. Fifth.

The bass tone of the chord of the sixth and fourth is usually

doubled. Chords of the sixth and fourth of the tonic, subdominant,

and dominant, may be introduced as follows :

Rule i . When preceded and succeeded by a triad in thefunda-
mental position on the same bass tone, or its octave.

30.

Rule 2. As the second chord of a group with three ascending

or descending bass tones.

31.

-0- 1 1
___ 1

|

I

/ A r? II
i / 5* A ^i A 5 c2 II1
1

6
4

-&•
1

6
4

f
£\\ -i -1 Z

r i—3—11
I s & ^ [" & £7
\ 1

-
_U LI

For the present the chord of the sixth and fourth of the dominant

only is available for this progression.

In this case the tones of the
J
chord are hardly to be considered as

harmonic, but rather as melodic passing tones.
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Rule 3. As a repetition of the same harmony, forming a

melodic bass.

=H- I

) 1
J

.

1

32.

-1=t N=H hi:

P

=x

1
Note. These three rules may perhaps be summed up as follows : Avoid skips to

or from the bass of a | chord. The bass is either stationary or diatonic when the

harmony changes.

Bad.Bad. Bad.

33.

I
9i:

34. 35.

gE3=g=j|

=i=±O

fe :=t

The principal function of the tonic
J
chord is to precede the domi-

nant chord in the authentic cadence. In fact, the formula IJ-V-I,

stereotyped as it is, may be perhaps considered the most useful, as

well as the most decided of all authentic forms of cadence. It is used

in all the following exercises of this lesson.

All other | chords are practically melodic rather than harmonic.

It is hardly necessary to state that a piece never begins nor ends with

a
J
chord.

EXERCISES TO LESSON V.



HARMONY. '7

2. 5 4

iii^pii
=fc

6
4 6

6
4 8

=t
25)

3. Unfigured bass given.

±*^^^^^
4. Soprano given.

;fe^3E?Eg;
*—**

3= "7ij j)iOd i

^fu i \ i v fffirJ n 1—

j

==risn M -M""i 'Ti—r-HP-b-^H M M—k#- -• H-#—

•

F -n—*-• [I I i —\ —

6

topfe :̂^F ISg -3-n
II

Play these cadences in every major and minor key.

Same in c minor.

\ 1,1 1 r— -^~*

36.

:f=|£i=pi:&- &- &- g- -&-

-&—& Z5te-g—

&

iS
•«^—^-^

g

i—

r

t^f-^—^"TP—rf M—g-F^2—-r-l

—

: -0=^-P(2—-rF-——-H

I IV 16 V I
4

LESSON VI.

THE CHORD OF THE DOMINANT SEVENTH.

By adding a seventh to the triad on the fifth degree of the scale,

a chord is formed called the dominant seventh.

37.

ps
ifth.

Third.

38.

Root.

Seventh.
Fifth.
Third.

^m Root.
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Inasmuch as the seventh is a dissonance (see Introduction), it must

be followed by a certain tone demanded by the ear, which is called

its resolution. As this tone is the third of the tonic triad, and as

the fifth degree: of the scale on which the dominant seventh chord

is founded is common to both tonic and dominant chords, the third

and fifth of the dominant seventh chord have only to progress to the

root of the tonic to form a complete tonic chord.

Note. The dominant seventh chord consists of a major third, perfect fifth, and

minor seventh. This combination of intervals is only to be found on the fifth degree

of the scale, and is the same in both major and minor keys.

RULES FOR THE USE OF THE DOMINANT SEVENTH.

Rule. The dominant seventh chord resolves to the tonic triad,

to the third of which its seventh must descend.

Note. These rules are for the regular resolution of the dominant seventh chord

;

later on its irregular resolution will be considered. (See Lesson 54.)

The resolutions of the intervals in detail are as follows :

The seventh descends to the third of the tonic triad.

39.

31 % ii

9 m
The fifth descends parallel with the seventh, to the root of the

tonic triad.

40.

?- m
m

Or it may ascend to the third of the tonic triad, in which case the

third is doubled, as the seventh is obliged to descend to the same

tone.

41.

9*

1

m
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The third, being: the leading 1 tone of the scale, may always ascend

to the root of the tonic triad. (Example 42, a.) It may also

descend in the alto or tenor voices to the fifth of the tonic triad,

provided that the root ascends. (Example 42, d.)

La.) (l>.) (c) (d.)

42.

The root of a dominant seventh chord ascends or descends to the

root of the tonic triad, and is often retained as the bass tone of a

I
chord. (See Example 43, b.)

When the fifth or third of the dominant seventh chord is omitted,

or when the chord appears in any of its inversions, the root is retained

in the upper voices. (Example 43, c.) In other words, it is often

treated as in Lesson I, when it is the bass tone of the dominant triad

without the seventh.

The dominant seventh chord is used in three different forms

demanded by the exigencies of progression, and while the root and

the seventh are always present, the third or fifth may be omitted,

and another root substituted in their places. (See Example 46.)

„ (a.) (b.) {c.)

43.

~f r % •
1

1

/Pk • * H* ' I * J * V ' Vm *—W * I r* •
1

—

— -9—•- ,#-•—
-<%-f- &m m -W m 1

-•-

•
7 1

II

The dominant seventh chord may be repeated in different positions

before resolving ; this is also true of the principal triads and their

inversions. It may be approached in parallel motion from a tonic |

triad, for the reason that the upper voices move only one degree.

44.
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Note. Parallel motion from any interval to a fifth or octave is to be avoided

in outer voices unless

:

A connecting tone is present in one of the voices, or

The other parts move by contrary motion, or

All the upper voices (as in Example 44) move one degree.

Such progressions are called concealed or hidden fifths and octaves.

7
The full figuring of the chord of the dominant seventh is 5, abbre-

viated to 5 or 7. In the minor mode the raised leading tone is indi-

cated by a
jff
or t} under the 7, Q).

The authentic cadence is much strengthened by the addition of the

seventh to the dominant chord, and as the forms of the chord with

the root doubled all resolve to the complete tonic chord, i.e., without

omitted fifth, this chord is perhaps more useful than the complete
7

chord 3. On the other hand the positions with third omitted are of

1

comparatively infrequent use, excepting as passing chords, which

are melodic rather than harmonic in character.

This chord now gives us the use of another bass tone in harmo-

nizing the fourth degree of the scale. Whereas thus far this degree

has only been possible to harmonize as the root of the subdominant,

with the root or third in the bass,

45.

-V"
—&——15>

/L & <r?

irtV a
Xs\) &
J

6

r\> —-,

9- ^

we can now use it as the seventh of the dominant chord— a decided

addition to our harmonic vocabulary

46.

THE DOMINANT SEVENTH CHORD IN C MAJOR

Complete.
With 5th omitted and

root doubled.

w-^

With 3d omitted and
root doubled.

-0- -#- ~7Zr ~^~ ~9~

.#
<S>

*_
I. mm
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EXERCISES TO LESSON VI.

b.

21

i

:s*—^~h Sis§=B
7

J

f^-rj.-f:

-f2—g.
-&- -^?- -«>- f

2- -<s>- s- -•-•- „ -•-
I

_^_t
r
__

r
_t t ptz U_

f
,_L 1

a. Fifth omitted. £. Complete chord.

1. Bass given.
8 7 6 8 4 7 6 7 4 7 7

H-*^ &—*-*- P f
_
jLm i

6 7 7 6
2. 6 $ 4

jf
3

jf
4 $

__i _ ^ # —
6 7

6 5 3 J 4 $

SEE": pzzpzzp:

H—

h

w=w=w !^1 -•—•- •—*—?

3. Unfigured bass given.

-=£ £_| ,| L__ ffK #_ smfli i

j JiiT-i

4. Soprano given.

0^
-?r%-4-^— -j J -1

-d

—

eI^L— 25» "^ (g— & si —^—^ <S>— <2 —« ^J

=t

1= f
—

-s*—<g-
4===f

ffi. 1

;ftfl- i
1-fcj

4—^ j—m-

-\ 1
—

si *-*- ±=r+^
*J.

tf
m^^E^E^m^^^^^m
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Play this cadence in every major and minor key.

4-

—

47.

O t=b
-tg

—

\->

Sir & r
_
T
__

r
_

=j:

ii

16 IV 16 V
4 7

LESSON VII.

THE FIRST INVERSION OF THE CHORD OF THE DOMI-

NANT SEVENTH.

THE SIX-FIVE DOMINANT CHORD.

In Lesson IV we have used the leading tone in the bass in the

chord of the sixth, or first inversion of the dominant triad

48.
i-

i

u

If we now add the original seventh of the dominant chord to this

triad, we have the corresponding first inversion of the chord of the

dominant seventh which is called the chord of the sixth and fifth or

the six-five chord.

49.

/

6 5
3 3

# §
*

nm—&—& ^ ^-||
s- sr

O ' 11

( 2 fi _ ^ 9_]\
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The full figuring of this chord is 5, abbreviated to
J.

In th is, as m
3

5'

other inversions of the chord of the dominant seventh, the original

root is not doubled, nor the fifth omitted. The resolution is the

same as in the fundamental position, excepting that the root becomes

a connecting tone with the fifth of the tonic triad, and the third

(bass tone) always ascends to the root of the same.

50,

!

ST
-5*S>-

ai=^ w^m
The fifth descends to the root of the tonic triad, or ascends,

doubling 1 the third of the same.

51.

\

3= -&— r*

—

Z5> & -%- u»—«—II

9 : _
#• —

#

•

—

— —
or

The seventh descends to the third of the tonic triad.

52.

J-4^ «^ • • B

9S=fc—^. ij
The root connects with the fifth of the tonic triad as before stated.

53.

^,» T i^iz:^ a
a=

By means of these chords we gain the leading tone in the bass in

harmonizing the fourth degree of the scale, and we may also utilize

it for the fifth and second degrees as before.
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EXERCISES TO LESSON VII.

&—:l«±a—-JS—hg—^-hzrf

^ ^ ^ ^ 2^ :g: -s^zf: > ^ • ^ :f

6 6

4 7 5 4 8 7

:F=P=zF=l EESE
-^

i

The exercises with given bass should end with a complete cadence

when possible.

1 . Figured bass given.
6

3 5 8 7

9*1 : m=3=^
-&

(2 &-

t=f 1

6 6

2. 8 5 4 Q 6 8 4

3. Unfigured bass.
3^^a^^a^^a

4. Soprano given.

Iferf i==t —

j

1 1
1

—

*

2EFEEEE3 1?—s>-

Harmonize the same in minor.

^tisrn ti=t
i i i n^= N.B.

^•—i—*r ^m
N.B. Plagal cadence.

6.
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Play in every major and minor key

54.

4-J—-i

f: 32?±g
g

—

&:
<9-

-<S—

f r f
=b

V7 I

1

LESSON VIII.

THE SECOND INVERSION OF THE CHORD OF THE DOMI-

NANT SEVENTH.

THE FOUR-THREE DOMINANT CHORD.

Thus far we have considered no combination which has allowed

us the use of the second degree in the bass, except as a passing
J

chord. (See Lesson V.)

55.

§)i—

-^

By placing the fifth of the dominant seventh chord in the bass,

we find a convenient harmony for the fourth, fifth, and seventh

degrees of the scale.

56.

Fourth. Fifth. Seventh.

i

9±

-&&-

1
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This chord consists of a third, fourth, and sixth, added to the

bass tone, and its three positions in close harmony are as follows

:

57.

^ m-

-o*—=g:

^ LftZor: i*zor i

mvm
_#_#-

Its full figuring is 4, abbreviated to j. In the dominant seventh

chords of minor keys, the sixth interval is made sharp or natural,

to indicate the raised leading tone of the scale.

58.

SEl:
tJ

-

»
72&

The resolution is the same as in the fundamental position (Exam-

ple 59, a), with the following notable exception, viz : If the bass tone

of the | chord ascends, and the original seventh descends, it forms

a tonic chord of the sixth with the third doubled (Example 59, b) .

In order to obviate this the seventh may ascend to the fifth of the

tonic chord (Example 59, c) , the parallel fifths which result being

excusable from the fact that one of them is not perfect. (Example

59, N.B.)

(a.) (6.) (c.) N.B.

59.

-& d
-g*g--fl-

i

1—

r

d-

or

§ £
f---5

t=t
&-p

N. B This particular form of consecutive fifths is to be found in the works of

every great composer from Handel to -Brahms. The real reason for its legitimacy

in this connection lies in the fact that the dominant seventh under these circum-

stances is a. passing chord, and therefore melodic.
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As in the case of the other positions and inversions of the dominant
seventh chord, this may also be exchanged for any inversion of the

same chord, or for its fundamental position. Since this chord enables
us to utilize the harmonic progression IV-VJ, we can harmonize the

ascending major scale as follows :

60

-&—CO"

&—a. £L. ?rte

9%=£
&—&&—&-

11

This, however, is not possible in the minor mode, on account of

the faulty progression of the augmented second between the sixth

and seventh degrees.

Note. On general principles all progressions of augmented and diminished

intervals are to be avoided, especially in the inner voices. The very frequent and
effective use of augmented seconds and fourths in instrumental compositions in

no wise contradicts this principle.

EXERCISES TO LESSON VII

§5

I J i J I
I

I_j \-A-^
1 |_£d-shr

6*2-

4
3

-«Sj &-
-£-rz£ 4-J-r

liSilJ

-<S>- -^—<g-

4
3

.(2_-^l_r
-I h

4 7

1 . Figured bass given.

5 3

1

6 6

a>.

3

^ 1 - psrnrfh
1

rlFfl=2 %^

2. 3

6*
4
3

6

-•—

4
3

6
5

=t
t

rz

]

—=F—

-

6

6$
4
3

it

a

6
5

.Ml
P=^-f=* 4--p—r--¥ -Fz? •=tM=:4- -V-

-#*-|-
r—II
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3. Unfigured bass.

±jT=ME*H-to-F--;|.•ad£TttrzEEg=atj3±ai :lW=^^rf p-e- -&—&-

i
4. Soprano given.

II^ 1
r> i ^ i

=t=fcs *—

•

t=^o gi—•- at?:

9^^ •-
W=m

6.

ta=T3Pt ppsspag^gsa«
fc*^(t±^Z±

Play in every major and minor key.

61.

-It-UPS-

S=*=^ S3Sute^m
P=

ta
• r*

I VM6I IV If VI
3 4

LESSON IX.

THE THIRD INVERSION OF THE CHORD OF THE DOMI-

NANT SEVENTH.

THE FOUR-TWO DOMINANT CHORD.

The third inversion of the dominant seventh chord consists of a sec-

ond, fourth, and sixth, erected on the fourth degree of the scale. It

is called the chord of the 4, often abbreviated to J or 2. Its three
2 z

positions are as follows

:

4 6 2
2 4 6

2 4

62.

V r-7 II
r\ & r- ^-, II

1

1

«J & -?5

_. II
II~s II
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The resolution is to the first inversion of the tonic triad. Its bass

tone, being the original seventh of the dominant chord, must descend

to the third of the tonic triad, the leading tone progresses as in the

fundamental position, and the root forms a connecting tone with the

tonic triad.

63.

f —Z=r. II

w
^1 -

The fifth, however, has more possible resolutions than in any other

position of the dominant seventh chord.

First— It may descend to the root of the tonic triad as above.

Second

first inversion with the third doubled.

It may ascend to the third of the tonic triad, forming a

64.

.Third.
Root.
Fifth.

Third.

Third— It may ascend or descend to the fifth of the tonic triad.

(See Example 6^) . The last-named resolution occurs often in dis-

persed harmony, and will be discussed later. The ascent to the fifth

of the tonic triad in the soprano, however, is a very convenient mode

of harmonizing the melodic progression, supertonic to dominant, and is

found in numberless compositions of the best masters.

65.

I i II

jfi.

As in the other inversions of the dominant seventh, all the inter-

vals must be present, the root not being doubled. Like these, also,

the * chords may be exchanged for any other inversion of the dominant

seventh, but must be eventually resolved. In all cases where the

inversions of the dominant seventh are found in an incomplete
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form, the chords may be considered as passing chords, or as forms

of melodic progression.

The melodic progression, submediant, leading tone, tonic, is conve-

niently harmonized by the use of the | chord, allowing the seventh to

become a connecting tone in the bass with the root of the subdomi-

nant chord.

6 7 8

66.

\

7f =—*—

H

m—% £ *—\\

2 6

m- «• & s; 1|

There is one more exception to the general rule for the descent of

the seventh. It occurs when a fundamental position of the dominant

seventh chord, with the root not doubled, and with the third or fifth

(never with the seventh) in the soprano voice, is followed by the

first inversion of the tonic triad. In this case— a somewhat rare

one— the seventh ascends to the fifth of the tonic triad, instead of

descending to the third.

7th. ascends.

67.

The regular resolution of the seventh downward would leave the

tonic triad in a very weak position, and produce concealed octaves,

nearly as objectionable as consecutive octaves. (See Lesson VI.)

68. 69.

^

Singular exceptions to the resolution of the | chord are found in the

works of Bach. (Toccata in d minor.)
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When the dominant j chord occurs in the minor mode the fourth

•equires a J[ or ji, on account of the raised leading tone.

EXERCISES TO LESSON IX.

-Ik •L \ 1 1

Si^l
4 4

2 6 3 3 6 3
1- r-=H-

4
6 3 2 4 7

?=^ -•-|-P-g-4 sf^mm
1 . Figured bass given.

5 6 2 6

g
6 4
5 3^ 4 2 7 5

fc=£ 1=1=
•--(2-:=ff=^E%m

6Q
4 4:

2. 8 3 2

4
4
6D

E^^EEfEEPBE

6
p

f=T=f tzj^rj:

45

n
2

6Q
4: 4
2 6 3

ÊEEEEEEEEEE -F=f- :t=F :ES*—

•

II

3. Unfigured bass.
5 -# -

8 2
-*—fe^S==HE»E^^^ ^—"^

II

4. Soprano given.

es :Gt?:
3 chords

*—

•

m -rmr\&—j

53ts m¥=¥ »* ±4
-•-El ifrcNfr lf^l^l
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6.

3+** F&^ ^s^a
Play in all major keys.

70.

o
Also this.

y
1

Al ^. o
ith ._ s> ^ OVMJ ^ £/ % Ts" g & e? & .^J -G>-

2? f ^

-G>- -&- JZ. .&-

%. g_ -^ % 2?" t
ry & 7^ 2? ^ ^\ rzi tn * 1
-3* S ^ O & 1S 2? & rJ & G> 1

I

v
l I V4 16 IV

2
16
4

V I

LESSON X.

THE SECONDARY TRIADS IN MAJOR.

THE SUPERTONIC TRIAD.

The secondary triads of the major 'scale are the minor triads formed

upon its second, third, and sixth degrees. They stand in the relation

of relative minor keys to the principal triads : tonic, subdominant, and

dominant. Their inferiority has caused them to be regarded by many
theorists as entirely subordinate to the principal triads, not as inde-

pendent harmonies, and to be used only as substitutes for, and in con-

nection with, them. If we analyze almost any of the simpler pieces

by Mozart, Beethoven, or Haydn, we shall find that the proportion of

secondary triads is small, and that the fundamental harmonies consist

largely of the tonic, dominant, and subdominant, with modulations to

the adjacent keys. However, the further we go back towards the

contrapuntal era of musical art, the less we find this to be the case,

and even in the works of Bach and Handel they are used with great

independence and freedom.

The most important of these triads is that founded upon the super-

tonic of the scale, and, being the parallel minor of the subdominant,
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its third is often doubled, especially after a tonic chord. Its best

usages are as follows

First— To precede the dominant seventh chord, or tonic | triad in

a complete cadence, as a substitute for the subdominant.
A skip in the bass from n to l£ is ed.

71

I

tfFi-*-
-^—Z/2
sj—fifc-fe-lg^—g-

t—

r

BifeHIgi
Possible. Never.

^
-# ii

Si i^ -Sr-

pzztzt!

II V7 II I<

Second— As a passing chord between the tonic triad and its first

inversion. (Substitute for the dominant |.)

72,

I

—a—f}—gj—«j—Sr
&—gi

—

&&—z)—<g-

=£ ±
9-—d

—

&—
f

2—^'—
-g*-

Besides these most useful progressions, the following may also be

used :

73.

.J.

gh-si£

, , Poor , d Never.
I

roo
V Rare. 1

—I -4—rr^ ^—1
! —1 '—S'-n 1 1—ri 1—

1

11 IV

^—

^

F=F
=t=t t¥=t=t

Zjr-&—&-

II V6 II IV6
4 4

:^z

=3=

IV6

5J ^T

feg
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=t
II-3*

<s-

-s*s>- -p-

:i±

!=g:
-rys>-

•e?— i

—

v̂
l

rII

If we employ the supertonic of the scale as a connecting tone in

progressing from the second to the fifth degree we form a succession

of two diatonic major thirds.

74-.

=t

m

II

This progression involves the false relation of the tritone, which

has been regarded as objectionable in the strictest writing. This is

easily avoided by observing the following

Rule. When the dominant triad (without the seventh) is pre-

ceded or succeeded by that of the supertonic, the connecting tone

{supertonic) is to be disregarded, a?id the upper voices are to move

in contrary motion to the bass.

75. not

&— -,S2-

i
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The tritone is the interval of an augmented fourth which exists be-

tween the fourth and seventh degrees of the scale. Progressions

which involve these two tones in succession, like

76,i
are avoided in strict counterpoint. Example 75, page 34, covers all

necessary progressions of this kind in harmonizing the exercises

given.

EXERCISES TO LESSON X.

S- **-$-

i:^#
-G>—

MEE
t=w=.

- g *»-f: : :;
- •

f
- 4 • *%;

m4

tf, Third doubled, b. u followed by I4.

1 . Figured bass given.

a 3 a.

^

2 6
4
3 6

S*

—

<g—g)- Si =fc=fc^ <5- ^
II

2.
3

4
3 2

4
6 3 6 6

6 4
5 3 7

1 c\")+ r» • m i*l 1
1 II* j.5ll h ^ . <? r

1 P m \ If* III J P iT3 '

-^ S 1 1
4 - i P II

L *4_l [_ ' J
i_ |

. L| -AJS J • 1—^_L 1.1

3. Unfigured bass.

^fcte#=dy-i—j-—*-j
tj_;-i^. ^-J—tJ• ^ islj

4. Soprano given

ri?rr-ft—«—* *—• #—•
'

1
— *~rh—I—'—* '

—

*=F^^I II

11 iveye
4 5

II IV6

5.

F^-g-^-4-iL*^-Fa^i=-^:=FIt=—=aL*^z*=Fj-7-J-^-iR=;—j^+g^N
•^

IVf 11
4
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4i3 —^T^tJ" mm^^mm
Play in every major key.

77.
r-T—

r

:t
S

I 16 IV II 16 V 7 I

=t
t= I

LESSON XL

THE SUBMEDIANT TRIAD.

The secondary triad next in importance is that of the submediant,

the parallel of the tonic. It is often used to succeed the dominant or

dominant seventh chord instead of the tonic triad, forming what is

called the deceptive cadence.

78.

(«0

4
Better.

^

—

sir

(3.)

:f=
a= s

*
IE '&—&&&-_rri_f:

not

9± ^ Z^" =t
H?2_

F

E
ill

V. V
7
vi

7 '* v

7

In this case the leading tone, if not below the seventh, or in the

soprano voice, may descend to the root of the submediant triad.

(Example 78, b) . Otherwise the leading tone generally ascends, in

which case the third of the submediant triad is doubled.

—I—
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This progression (the deceptive cadence) can never take place at the

close of a piece.

This chord is also often used as a connecting link between

tonic and subdominant triads,

80.

4-
-gj
—gj-

—

&

P3
I vi IV

but less often between subdominant and tonic.

81

¥=s=^
IV vi I

Other possible progressions are as follows

82

4-4
"5j—g"
:s=^"

rf
gj—<gj-

^-^ <S

—

%-*-&—«-LL«-^-1 L<5H '-^1 l-LL<^ —
-^^-g- &&-&- ~&-

§£&&:} ^ -2

1=
£2

:c_ SI £2 :^=: t_£2_or^H—I f-d l

vi V,

H:
(See Lesson XII.)

VI 16
4

Rare. Poor.

VI I<

Possible. Harsh.

-S—g»-

r—

r

^=^
:g=i5$ =fc

-<&• -^

9i:F :

trr^d: -^ r

h—i-i

tc.

II
5=H

VI II VI V4 VI I VI V6 VI V
3 5

All the above progressions must retain the connecting tones in the

same voices, or move in contrary motion to the bass. The descend-
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ing major scales may now be harmonized by means of the submediant

chord, in the following manner

:

83.

Q]

—
-f l-l

y & ^~. IIJ(\ <y % & ^ ||TT ^ & -%- * * % -&-

q: &— 7375 & % II
zJ- » o %

^ & & II

IV l
l

ich better

:

84.

\
Bt

—&—&— 2>

* &— 25 ^

%
IIJ a —&— fS

—&— >S> & —&—_2 1|

the melodic progression submediant to leading tone having been thus

far impossible on account of the succession dominant—subdominant.

This may now be combined with the ascending major scale (Lesson

IX), and must be played in every key from the following model

:

12 3 4 5 6

I V I IV I6 IV
78765 4 3 21
V| I V vi V6 V| I V7 I

or I IV IJ

EXERCISES TO LESSON XI.

e

§Se F=t

-sr

-:

IV 16

=t=

l&L

T
§^=

=t=t
s±;

-^- m *—*

72-

4

3=t

mm
n

*• •• J
7

<z. Deceptive cadence, b. I vi IV.
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1 . Figured bass given

8 7 a.

HARMONY.

6

39

--^m t=

-«-

ii

Deceptive cadences are indicated at a.

2. 7

3 a.—=f— *

—

7 a.

:£:•: •—

*

±^=t
t5:

II

3. Unfigured bass.
5&f^g[gB^

4. Soprano given.

S^*
2: P=t 1—r^r

—

=f±=a
-^—g)— <^

=t=]

-^ (2-=p=^ fc=^:-G—&- & &—& &—
II

It will be found a useful exercise to set this melody to the words

of a hymn.
5.

&=M£±fcj
=tt

-=i—^>

^S^^^^^^^^P
&*
^Ie^eeSe^ g^^gggl

Play in every key.

85.

G. &:g-? ^

-<5»-

§ee
V7 VI IV 16 V

4

G>-

II
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LESSON XII.

THE MEDIANT TRIAD.

The triad of the mediant, the parallel minor of the dominant, is

the least useful of the secondary harmonies of the scale. Its princi-

pal use is to harmonize the leading tone, in the descending melodic

succession, tonic, leading tone, submediant. This, like the super-

tonic and submediant triads, is indicated by a small numeral, from

the fact that the triad is minor.

86

d

-&-
-&-

—£2 1_^
i 1

£2-

1
III IV

Like the submediant, its third is often doubled. It should only be

preceded by the tonic or dominant, the progression supertonic to

mediant, or subdominant to mediant being harsh in any position.

I

—

u-& ^—n—I
:— -^ S—ri

—
'

2

87.

^ =t =t :=J
(2.

:-: P 4=

It may best be succeeded by the subdominant or tonic triad, the

succession mediant to submediant, mediant to dominant, or mediant

to supertonic being either harsh or weak.

88.

=tt=i

not

—&-

y&—jg sîi
better etc.

-<5>-r ^

t=F

On general principles the progression of a secondary triad to its

relative major, supertonic to subdominant, submediant to tonic, or
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mediant to dominant, although possible, is not to be recommended
although the reverse progression is always of good effect.

Good. Possible.

89.

In each position

-4-

not
1—

f

II

3* ^
_^__^_

-&-

-(2-

ii IV in V vi IV ii V in vi I

those a fourth above,The progressions from secondary triads to

although freely used by all modern composers, are avoided in the

strictest vocal writing, or else are used in contrary motion, disre-

garding the connecting tone.

not not not

90.

^
\_l
—y_i—

|

& \_j__/_l_^ wVz):
1

Note. The apparently contradictory relation which exists in these successions is

due to the fact that these chords appear to be tonics, preceded by minor dominants.

As all dominant chords are major, these progressions must be false.

Our general rules of progression may now be re-stated, as follows

:

First— Move to the nearest position of the succeeding chord.

Second— Use connecting tones with parallel motion.

Note. Parallel motion by perfect fifths or octaves is wrong. Parallel motion by

thirds or sixths is right.

Third— Use contrary motion when no connecting tones are

present.

Note. Also in the succession supertonic to dominant, or its reverse.

Fourth— The third of the supertonic, mediant, and submediant

is usually to be doubled.

Fifth— Avoid progressions of augmented and diminished intervals

in all voices; also progressions of two fourths or fifths in the same

direction in the bass.

With our present chord material the various degrees of the major

scale may now be harmonized as follows :
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TABLE.

Tonic. Rare Supertonic.

I 16 IV If IV6viIV6 V l6 V V V6 II V2 n6 V6 116
4 4 7 5 4 4

Mediant. Rare,
2?'

Subdominant.

<£=+

16 in

P=F—b—5—.*—,=f=s=i—r—r—

r

r

F=^
vi vr IV V

?
IV6 V| IV6 v|

V

n
Dominant Rare.

u _ m m Ns «
1

—

— i

—

P m
<l S —f(\\ s «s JL s

1
p n* S P s

r
i

P
1

I

1

1

1

r r
1

1ry
i i

| (

— 1 1

)•
1 1

• # 1 0/H~s 9
1 ^ •• •

•
h t-

i

7
V6 V

8
T V4 16 m V2 in6 ni6 V6

3 4 4

Submediant.

o

Rare. Leading tone. Rare.
Rare. —

.

y y
/ A \ ^ --II
I (r\\ & m 00 1 J5 - • • «

i m 5 II
I w « «* p r » # ( 0\

TT 1

H

#P P 2 L / P P 1

1

^
f f F r f r

-m- P
|

1

i i i 1
1 1

'

i1 rv i

! « * 1 ~ zq—rr
• !• V III

f #• J m i i J

i F-F^FBV ^ J *•
i

* ^ ^1 v\ II * p - -•— -•-

VI Vl6 II n6 IV IV6IV6116 V V 7 V6V* V4 in 1116 V6 V6
4 4 '32 4

From this table it will be seen that the dominant and the sub-

dominant have a much more varied relationship to the triads of the

scale than the other degrees, being possible to harmonize with every

degree of the scale in the bass except one. The tonic may be har-

monized with every degree of the scale except two.
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EXERCISES TO LESSON XII.

I I I

P|P^ES"
-F: tfrEt atttr lid

V in IV

1 . Figured bass given.
8 6

V6V4
5 3

2 6

III V6 16 V V I
4 7

3if=3=F £ P:
:p^ HI

2.3«2=|z

3 5 7

-(2

t=b
-^—

^

75^ ^^1
3. Unfigured bass given.

3

P^a£=± 4=£
t= *±ri*Ukiitjai

4. Melody given.

»fe^P=^=
t=F

=tz=t
:st=fc ^mm -&-

Play this cadence in every major key.

(a.) (6.)

l.

±: m 1

.J 1.

1

-g—a-

^E^ t=t *5^
I III IV II 16 V„ I

4 7

t=

('•)

tH

-

,

^-

iEsLin

: ;5,_
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LESSON XIII.

INVERSIONS OF THE SECONDARY TRIADS.

The first inversions (chords of the sixth) of the supertonic,

mediant, and submediant, are used with almost as much frequency as

the fundamental positions, and like them often double the third.

The first inversion of the mediant is of somewhat less value, but

has one peculiar usage which is of singularly interesting effect. It

consists of the doubling of the third, which, with the root, progresses

to the seventh and fifth of the dominant seventh. The effect is that

of a double suspension on the dominant seventh, and later on will be

so regarded. (Example 92.)

92.

:4

5? f
-\-&—\—

-<$)-

9i ^

I in6 V

no &
-&-

-SJr-\-&I
1116 V.

7 7

Note. The second inversion of the mediant is often used in the same way.

93.

\ *, II

The second inversion of the secondary triads is of very slight

value, and its usage is governed by the strictest rules of Lesson V.

All 6 chords sound like tonic chords, and it is only when their re-

lationship as passing chords is made plainly obvious to the ear, that

they can be used in any other way.

94.

9±

"J

p-

"j

m3 Id:

v.J
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As the possible successions of the first inversions of triads require

some special treatment they may be summed up as follows :

Rule i . A single chord of the sixth doubles the ?-oot or fifth

(see Example 95, a), and may doiible the third hi the inversion of
the chord of the supertonic, mediant, or submediaiit. (See Ex-

ample 95, b.)

95.

Third doubled.

Rule 2. In tzvo successive chords of the sixth, first double the

root, orfifth, then the third, or vice versa.

96.

Note. An exception to this is found in the connection of the tonic with the sub-

dominant, if two connecting tones are present.

97.

Rule 3. In three successive chords of the sixth, with ascending

diatonic bass, double thefifth, third, and root in succession.

98.

Fifth. Third. Root.

1—

4

tt.
:iiEg= (5

r

(2

-ii^zg: -©>-

<g

II

S=Et
S

I±=

t"
Or by Rule 4.
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With a descending diatonic bass, double the root, third, and fifth

in succession.

99.

;e=5

m$=&=*=

T—

r

P2 ^

Rule 4. /;z « succession of sixths where the upper voices all

move in contrary motion to the bass, all the thirds may be doubled.

This, however, is itot often necessary

.

100.

\ m

4
11

p=F-

These rules do not apply strictly to dispersed harmony, and are

intended to cover only examples in close position.

EXERCISES TO LESSON XIII.

M
Bi-fczti

9 Lii- 3—9—S-L#-^—1 ••—L«- P— I—M-i ll

•—

p

N.B.

•— II

«. Rule 2. £. Rule i. c. Rule 3.

N.B. Although this triad has not yet been explained, its usage in this connection is the same

as that of the other inversions. See next lesson.
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1 . Figured bass.

3 6 6iBS
6

6 5
6 7

lillillB!
2.

3 6 7
<5>

pdjt*
I

^-F-H ^ P^ 1—

#

&—• F

6
6 6 4 7

3. Unfigured bass.
3

^?JiI^ &-:
4 7

^EEE

4 J|L Melody given.

^—#^

5.

—&-
B5
3z3t± -&-*-+

Play in every major key.

lO

S^E :je^ (-»

t=t
F-
^& H»=^

1=F full
I IV6lll6n6 16 V7

4

LESSON XIV.

THE LEADING TONE TRIAD.

There remains but one more triad of the major scale to be consid-

ered, i. e., that of the seventh or leading tone. As the fifth of this

chord is a dissonance, being imperfect, it follows that a resolution is

required. This we find to be identical with that of the dominant

seventh ; in fact the triad in itself is a dominant seventh with the root
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omitted, and is subject to the same treatment as that chord. Its root

being a leading tone, is almost never to be doubled (See Example

102, a), nor used in the fundamental position, except in sequences.

{a.) Poor.
,

Never. (£.) N.B.

102.

N.B. This resolution to the tonic triad with doubled third is very common in strict part

writing.

Generally it appears as a chord of the sixth, with the third or fifth

doubled, and resolves to the tonic triad. In this form it is frequently

found in strict writing, in which it forms some cadences of the church

modes. (See Example 102, b) . In modern writing it has been

practically superseded by the dominant | chord in the authentic

cadence.

Note. The fundamental position with doubled root appears often in sequences.

(See Example 103, 0, and also Lesson XXXIX.) Its use in the second inversion is

also very infrequent, but it is occasionally used in the place of a dominant % chord, in

the same manner as any other | chord. (See Example 103, b.)

(a.)

103.

I
J.

£*

4 1—r~\ 1—, .
1 U—25—FI

etc.

9t
t=F

VI1° VII06
4

This triad is employed as follows in harmonizing the major scale :

104.

=f=t i =J=t
jfflorj:

x x

1=1n^phj 1

§±EElEz*£ $=$1— I—

I

*~

I V» I IV 16 IV vii°6

PI
1=± —1—•—s?-

I VII°6 11 V6 V6 I V I

5 7
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EXERCISES TO LESSON XIV

49

- 5J—» L^—• ^j—^=p^E23z::?7
C^-|7r:yi ^I-Jr^-"

VII06 VI106
# -•-VII06

1 . Figured bass given

FPP3^ =fc d- =t =T

Sequence.

2.
6 7, 3 6

mn J2=t
P= *=+ m &—4-

-&-!-

3. Unfigured bass.

S Pi
ffi^

4. Melody given.

:&S3=4=z
£

S=£= ==f^ tf *

—

•- mm
5.

Play in every major key. Also all the major scales with the

harmony given in Example 104.

105.

5=1=E§3t*=*=*=: =p= =•=1
# -•- -•- -•- -^- -&-

4-r

r-rr 11

giB^H^gjgE^l^spiga^H
I VII°6I6 IV 16 V I

4 7
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LESSON XV.

THE SECONDARY TRIADS IN MINOR, WITH THEIR

INVERSIONS.

The secondary triads in the minor mode are treated similarly to

those of the major. Being formed from the tones of the minor scale,

they all contain discords except the submediant, which is a major

triad.

The supertonic is a diminished triad, corresponding to the leading

tone triad of the relative major.

106. i
ii° equivalent to

Eb : vn°

The mediant is an augmented triad, consisting of a major third and

augmented fifth. The augmentation of the fifth is indicated by the

sign + (III +
).

107.

This chord is not used for the present for harmonizing purposes,

but will be considered later on under chromatic passing tones.

The submediant is a major triad, the parallel of the subdominant.

Note. The root of the submediant in major is frequently doubled, but in minor

never if preceded or succeeded by the dominant.

108. not not

=3= mm
The leading tone triad is also diminished, and coincides with the

leading tone of the tonic major triad, being in fact the third, fifth, and

seventh of a dominant seventh chord. Both diminished triads are

more frequently used in their first inversions, usually with the third

or fifth doubled, than in the fundamental position.
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09.

I

fed
Jd—Lri

—

aal

etc.

m#eeee

The root of the supertonic triad is more frequently doubled, how-

ever, than that of the leading tone. The rules for the use of these

chords are the same as in Lessons X, XI, XII, and XIII.

EXERCISES TO LESSON XV.

tan s-«a-^4 :£
^—H—-J-

i=i=*

^SEfefe-

m

-Si-^-S-

II°6 VI II°6

d=t:

VII°6

JX
-0T

•&-

± m *=*
5«t̂=W <A

II
3!Bfc=^

-K

1 . Figured bass given.
6 6q

9^=§
fc2: t=t

=t
4 D 7

jg sJ-
22

6
Q

m&
&

2.
56

6 6 7
4 7 6 4 5

:±zz4=U^±QE=3t

65 4 I4 3 6 JJ-#—iF-

-^-

Slia§pSiii|§ii
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3. Unfigured bass.
8mm =t

& S*~
*£=<

4-. Melody given.^ft^g^^gH
5.

^^^^^̂ •^F1^^^11^-^^,^1^^^-^^"̂ *3

Ef£=t=Fzp P^^S^S -^—si-

LESSON XVI.

SUMMARY.

We have now considered all the triads that it is possible to erect

upon the various degrees of the major and minor scales, with their

first and second inversions. The following table gives a summarized

view of these triads in the key of F major and minor. The term

rare is of course to be understood in a comparative sense.

TABLE I.

TABLE OF TRIADS OF THE MAJOR AND MINOR SCALES, WITH THEIR FIRST
AND SECOND INVERSIONS.

In F major.

m -0 • •- l—t—t-
i=S=e

[6

*—*-zM:
I 1 1

Il6

-• • •-

F=t=F
"J
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&-|
i—•

rr~^

—

rn~4=s
*—*

—

H—

I

-«—«-

^^i^H •—•—

•

•

—

p—

•

in in 6 m< IV
f=F=F
iv<

i=j=^^-s=s=^=p ^=i=r-4=*=f

§i, -• •-

S=f
3=$=t*—*—* ?—^—

*

t=t==t=
ivj

^gpip
vj VI

h—J—f:
—I » m-

Rare. Rare.

-* 4-

^i=9 •-

6=l=t=£
•—•-

-E=E=F *=w=w
VI6

J—

I

—

I

:?—#

—

p-

t=t=t=:

*—*—

*

:
i— i—

r

VI' VII°6 VII°6
1

In /minor. Rare.

^v^~r—r—

r

n—-t l=t=t
t=t
no

Rare. ( Melodic forms.)

J-

S2—*—*—g^* 4^ i J l
b
g.

- i a 1

j.
I

—3t

»-^=#^ =t=±*—*—*- 9t=jt=aLmW=*

H06 II°6
4

III+ iiij
4
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S-teJE^;
iv6

-»—•-

EEES: P*=
w.

fcfc

V

^—*- -I*—<*—!»-

+=t=3

Rare. Rare.

*=*=*
*-*-*

VI VI6 VI? VII

*—P=f«
t—fi—e
t=t=f

-?—?—?-

1
VII°6 VII°6

4

It will be observed that all the above 5 chords are to be used in
4

strict accordance with the rules of Lesson V.

This table is to be played at the instrument in every major and mi-

nor key, from the Roman numerals.

The next table presents the available progression of each triad to

the other triads of the scale.

TABLE II

From i.

Poor.
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etc.

I !• i- •-

^f—:—•—»-p—•-

I IV v 2 I n«

•—3—1-»—^-- »—•-
F»-— •—»—f—

r_t£Ezzt. —] S^p--
r
— |——

»

—I—l—h-4—

I

,.l i.l |, 1
| J ,

1 -I— I M -\

3
,etc.

Never.

I ;zz«i=E:-S or iz:Ejz=J_LES—Szei I

#- «

etc.

I vn<

4=*
*=t m

I V. I IIl6 I I'

*==§=FJ=?=^E

i it r

—

Rare.m
r~r-

4.

-!

—

«p=l-S— 4±±i=±

-m—»-

t—r
:iz»zor«:F8—5=eM=|

I Dnlv IOnly

-U4.

s^S
£±=±01*
£jE=S=*

Never.

:i=d=±=:±=±od

sequence.

9^= =t
=1:

:i

I vi I IV6

From ii.

Poor.

r—

r

9t=i

I Il6
4

I V6 I
5

Y< I VII I III 6
4

Rare.

As passing
chord.W —

i

1 T. , i I

"1—

T

:jzzz^or=i*ztg=Ji—
#

^_i

II 16
:N Pf

J__J_.

fEE^I

d:

4=
II III II VI6

4
II IV II II< II Y2 VII°6

4
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|E5
i—

r

i£^S3ES
h=4 m 1=*

J—

1

—s—.gr^S

—

ijF-f—
-.J—

1--*—»—
' » -j. 8 J.

r8 J—1

9»=i=E=
II V II \

r
7 II III6 II I 6 II VI II IV6 II n6

S3
i—

r

In sequence. Rare.

U 1 U «

ill Ol^^U^llV,^.

r—r i

—

f^

I I i—^-1 1-,-

—S——

—

•r-ft—g»r

r=&

m

m—•-

IP !=l

¥—¥—¥-

i

i—i—

r

f—

Ei fe
n 1—1—3 J 1 1 1 1-

J=d= fc=t t=t

II V6

From in.
Poor.

4-

V6 ii vil° II 111°
5 4

II I II VI' ii IV

(W

9i=

Rare.

r

:jr=S ;

•—*- R4H^=P^NT T

=H~S
-•

—

t—L*—* *—•—*—L«—*-

±=^
r^^s 11

* :£ -*-
:;: * » » ! t( ! * * * » * •

fe :t:

III IV III 116 in vil°6in V2 in V III V7 III IIl6 in 16
4 4
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-t—t-\F=f=—

#

3

—

\-m m
—

— i—-i—r~

None of these progressions

j-—t-r-t—

J

r
—" i r T—

r

Ra

m

r

Jl

g
are desirable.

S

±rf
J.,M :fc£s:

-# 3

-i

P^t^^=f^ft E S

!—

f

tdo^r

* * -r -#-

1

vi in IV6 in ii 6 in
4

|
Never.

V 6 III V6 in vil° III III 6
5 4

Rare.

S=*z^
r—

r

/*-

=t

9 m-L

ddri

-* ^

<$=*

r~r—r~
f

5=*
t—r

4=t
1=1
* * *

=£=£=
III I III

From IV.

vi«

S3
8 1 I

jEEfc

M=f:
III IV6 in V4 in ii in vil°6 III V<

4 3 4

Rare.m
t—

r

4 4-s—£

—

si
Avoid.

-I 4-
c

-J- -Ur-4-

sn *

4=1
:g=*
-*l—

•

i

*=t t F=t I

PI

ill

IV v IV v 7 IV III6 IV 16
4

IV IV6 IV VI IV Il6
4
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tr—*—-8- *— 3 *—* *—

^

From V.
1

' 4

HARMONY

In passing

1—U4-
9 d

—

\-m—Z—^rl—«—|-i—^—

#

Rare.

-UJ.

_J#
1*1

^=:
j—r s i'g

lis =P

m
Rare

L.J

1

^-H—±=-

V

j—»»-.£—

^

^
»

V vi IV6 V nf V V6
4 5

V vn° V V< V iii6
4

3^
Bad

J/2=2=

i £3
d
8^^*--j

li^Iiii

s 1=5

h-t-H—r-ri
-m ah

=fczt -i—

f

* •—r-^—•»

—

r-*—•—H*—•—H* *—

i

j^g :c: =F=
V V Vl6 V IV6

4
Vf V II V VII°6 V V6

3 4

J—J.

afc*
e-j-j-r

s=S

V 16

Bad

IS

pup =ti
-t-

£

.J_J_
C
J_. I__J_J_J_J_.

M^ls=siS3js^£E^ME|
Never.

s :dzrdd
8—.*S=* :ii

3^Si SM
LV

w

m
Never.

1= ^
V in V vi? V V2 V IV V 116 V VII°6

4
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VI.
Poor.

In sequence
only. Poor.

1—

i

Better.,

.-I L
EEEEEE

Pg ^
9*=e :^-f

r

—

F^Pt— !— l—
^^ i— i—

• i—

F

11

1 ,
1 1—,-J—4-r-U-J h-r4—

L

« J
L# # i 9 —

L

tf tf
—L « «_

F=t

t=^=t -#-- t=t

VI V6 VI V6 VI VII° VI III? VI I

5 4
VI Vl6 VI IV6

4

i^^^E=fca=bBS^^r ii
r-4- -1—4-,-1—4-

c-4—1-^-4—4—

.

1EE:=^ee<e ;s=s^S=

^==to:=t^=F=t==d=E"J:=d=:F^==i=F:=i=H=F:^=^:=l

9*
:-Jt=p:

VI VII°6 VI V4 VI V?
3 4

VI 16 VI III VI VI?
4

Rare.

—1~
B

4—4-

i=£

r—r—

r

1^:
i

j—J-

m
J—

X

j-O-r-UJ. , I J-,

zt=t t-c-
1-

«—?—

#

9fci

VI IV VI Il6

E
VI VII06 VI V2 VI V VI

jz^LLzjjjz^yl
V VI 1II6VI I|
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From vn°( only in sequences )

.

m
—m-

*=J
i=t=tf

i=fi

4-rJ J-,J J J-

Never.

:F=F lii
J J^J I , I .

J=U- I i 1
|-H—-A—R j=n 4—

H

l-F~ I
I

I !=£

I 3=i 5^ ir ^
VII I vil° VI VII° IV6 VII° II VII° VII°6 VII V6 VII V*

4 4 3

Poor. Rare.

-F

—

r
—q= -F—#—cp=-r

i—Ft—•»-

F^tF
*rr

t

J 4-

l=! 5=*
J_l-

fch=t :t=fc=rf

§!Ei 3 i :±

VII° 16 VII III VII VI? VII IV VII V2 VII° Il6

m
-i r

,Si
• 2—r* d

— "• «—P* <?—h*—«—«—

«

ri=t
*=J

VII° VII°6
4

1=5

J J-J

i=±=ri
w=t m

Poor. Bad.

\=t\=^

i-i=t iHi
Very poor.

*=j=tj

9± zt= fea=li=I

S
II

ISI
^ VII° V VII° V VII ITl6 VII° 16 VII° VI VII° IV« VII° Il6

4 4
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It is indispensable that the student should have both of these tables

at his linger ends as well as in his head, in every major and minor

key. They form in themselves alone a fundamental system of dia-

tonic harmony which, if thoroughly mastered, will be of the greatest

assistance in all future studies. Although these tables do not give the

possible progression between inversions of chords, these are suffi-

ciently controlled by the principles heretofore given.

This second table remains the same in the minor mode, omitting

all progressions to and from the mediant triad (III+ ). Like the ma-

jor, it should be played in every key.

After a careful study of these tables it may be well to omit the

progressions to all the | chords, excepting those of the tonic. The
examples marked "rare," "poor," and "never" (always comparative

terms) are improved by the use of other chords in harmonizing the

soprano.

LESSON XVII.

DISPERSED HARMONY. (Open Position.)

If the three upper voices of a chord, soprano, alto, and tenor, lie

outside the compass of one octave, the harmony is usually said to be

dispersed, or in open position.* (See Introduction.) This does not

alter the original doubling of the intervals, however ; that is to say,

when the root, third, or fifth is doubled in close position, it is also

doubled in the corresponding position in open harmony. In short

the difference between the two positions consists only in the inversion

of the alto and tenor voices.

Close. Open. Close. Open.

lO.
I

Close.

—GL
Open.

-Q—
G~l

Close. Open.

etc.

9i
ii

From this it will be seen that the tenor of the close, becomes the

alto of the open position. The alto being inverted into the lower

octave forms the tenor, and vice versa.

* There are some exceptions to this definition. It is given as the most practical general rule.
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The following table shows triad and seventh chords in every

position and inversion, in close and open harmony.

TABLE.
6

A Triad. 6th 4

c

7th

#
. • |

¥-s——=-L ==-^
Open.

R: . « IS f • 1 »

—•

—

•

-•-

| - -•-
iJ J , .

|
|

•

f# . 2 1 w . • 1 —

-

€

Close.

Rf B s *—
1
*-

-1-

#_

—

#

»

•

S m 9 m 1 —m——

#

#

7th without 5th. 5 J J
/
-9" • 1 j • • n
fc—

#

J * 1_# # m J » -9
—

#

• II

Open.

m

f n^i^^^—rr=^.-*——r——*•—=±=§
\—#—»—«—i j_p—

/
-9- • —-#—i •—i

m. II

m •m %• • •* »• • V*m U • Y+ -s « II

Close.

#

iK . A, . .-V -V
—#—

' H

The open positions of the above chords are to be played in every

key.

The preference between close and open harmony in vocal music is

decided by the compass of the voices. For instance

:

ill.

3=*: -22

$••

m
m
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This is equally favorable and practicable in both positions of the

chord, as all the voices lie well within their own compass.

12.

Tenor
~ too high.

Alto and tenor
too low.

Tenor
too high.

Tenor
too low.

Tenor
too high.

Tenor
too low.

<3
/\ & f? -
vT)

a S3 S3 & —

^

S3 \™ z£

C\' rD [ *y II
r? /-> 1

1

J~ f? fi? II
L O S3 &

1 & II

But this leads the tenor too high in close position, and, on the other

hand, too low in open position. Well written four part harmony

contains both open and close positions, according to the compass and

effect of the voices, but it is safe to harmonize any soprano above

i in open, and below that tone in close position.

Exceptions may be made for special effects, but these may be

safely deferred to a later period. It is by no means to be under-

stood, however, that the inner voices are to skip from open to close

position and vice versa whenever the soprano voice moves above or

£2 The change from one to the other is alwaysbelow

combined with a smooth progression of the alto and tenor.

1 13.

It often happens that, in the case of a wide leap in the soprano or

bass, the thirds and fifths of the principal triads are doubled temporarily.

Third. Fifth.

1 14. J
P
x&

=t -I

<>

r<5>-
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The tenor may, if necessary, lie more than an octave above the

bass, but the soprano and alto, or alto and tenor, should not move

more than an octave apart.

Not.

1 15.

_^Good.^_

jO.

The following position, however, is often found, especially for

instruments, and is of very good effect.

1 16.

II

9i

The major scale may now be harmonized in open and close position

as follows

:

Cadence.

-U-1
«=d:

-3--*-
<g—g—g<—g<—s*-l—

-£—«,—

d

f-=p== ^=ftS2 II

<s- -^- -g- -g- ^ -«u<s- '^- <g

^=P=J=Por^—££
i» -«g-

<s

-g>—^—&-
-&—&

|

Close. | | || 1

Jl
Open. Close.

IV I IV I 6 IV V| I ni iv I< IV 16 V I
4 7

The major scale in the bass may be harmonized as follows

:

1 18.

-U-l

&^^—&—&—^—^—^—

^

I

. Sequence. , iJ U_-*52 UJ--&—-&—P--

-g—^—^—^—g>-

TT̂ 3 ii

:q=l
?=*=*=fa=t

^—

f

2—I h 1 1
1

1

f
2—^—^—f?—

f

2—
t fg fa-

^—

r

i
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EXERCISES TO LESSON XVII.

65

—fOJ-

U=jF*

-($>—F-i

—

r l

1—t-ri •-F-
j5Z-

SF^F
1 I r

ES ^
Hfi-S-

illp- J
I

J

II

1 . Figured bass given.
4

8 6 3

9tao <s? F=t
452-

25*

4
6 3

6 5 4
4 3 2

9^f~l. ff5-j-£-4-<s

6 8 3 5
5 3 6 3 7 7 8

q=±
hs>—<» II

3. Unfigured bass given.
3 6 5 3

g*te <s<—
z^-

=H

11

4. Melody given.

*lWft£^ Jt=m- m^^m
|SZ. f*-#

*=?±=p:M3 tp £ :p: tEEB

All the major scales are now to be harmonized at the pianoforte,

in the soprano and bass voices, according to the models given above.

These cadences are also to be transposed into every major key.

jI
-1—4--&—&—&-

& 251

&- -&—&--GL

¥=£ & £2-

-Kg I

s—K9 &-\-&-

-©>- i5>- iS»- ^ -«5>-

-« ^ <S (9-r-(!5>-a
©>—(52-

fill

-«- -<5>- -fi- -^- -<^-

72—&—TZ)-
O

-&—&—&- II
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LESSON XVIII.

DISPERSED HARMONY (Open Position) IN MINOR.

The exercises for harmonizing in the open position in minor keys

present no new difficulties. The interval of the augmented second

between the sixth and seventh degrees, although much used in all

forms of instrumental composition, is much better avoided, especially

in the alto and tenor voices.

120.

As a purely melodic interval it often has rare expressiveness.

Harmonize the harmonic minor scale in every key, ascending and

descending, according to the following model :

122.

± -t :fe:

-3^5-
-&
-&- #*

.(2.

-O-

_^2.

V6 IV< V IV
I I

VH°6 i

:fe: =i
HS>- ^ & =t

zdp "5T

9irfc
-S>- * fr-

:t=:

V
S

VII°6 IV 16 IV V7
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Review all previous work. Play all the exercises from the given

soprano and bass, a?td transpose them, tip a?id down, a half and

whole step. It will also be found useful to play the exercises of

the first fifteen lessons in dispersed harmony. The student may also

compose such exercises for himself, according to the given models.

EXERCISE TO LESSON XVIII

ft fg I p jg-jg

£fe
r-r-r-^r^f"

s -f^ii^-

^#f -fe-pL

f=t=

3*
1 !

r«>"S>

^ EEEE
4.

-L
ff;

II

-Ig-iS-'ffi-

H-,
——M-r—

J=t*3|S±^p

tm*

Figured bass given.

5
%

&

65
4
3

X-
JB£ &- XESZ-

LE II

62
4
3

6Q -
4 -

538 6

^-fi
fc4:

•—

^

3=T=F
AT
5£ F=P

3. Unfigured bass.
5

r~1 r—i"i

3VI f ^ J i^^^f^ri-^^-^F^*u-y2 _l L U^.. LU L L^il.1

4. Melody given,

EeeeHeIeeeeIt±l=F
#-•-I^ilSigsjj

-j -

J „—f\--l 1 1 »

i t=F 1
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Play in all minor keys.

23.

ttl
#=i:

m S *=t=

£
*=N=F

iv n06 i? V>

9*£ 3 I

LESSON XIX.

THE DOMINANT NINTH IN MAJOR, AND ITS INVERSIONS.

The chord of the dominant ninth is formed by adding a third to

the seventh in its highest voice. In four-voiced harmony the original

fifth is often omitted, the third and seventh never. The ninth of this

chord (the third above the seventh) must not appear less than nine

degrees above the root. Such positions as

124.,: -^ £&_
JSr

1]
etc.

are therefore inadmissible. This chord being a dominant harmony

like the dominant seventh, its resolution is to the tonic chord, the

ninth descending parallel to the seventh. In this case the bass is



HARMONY. 69

sometimes connected with the fifth of the tonic, forming a tonic
J

chord.

125.

Mm=^a^Ma
If the fifth is present in the chord, and lies below the ninth, it must

ascend to the third of the tonic, to avoid the consecutive fifths which

would result from parallel motion with the ninth.

Not. Thus.

126-

m
9x:

^ II

Sometimes the ninth resolves before the rest of the chord, forming

a dominant seventh, which is then resolved.

127.
g^spppp-gf^iill
m ^1^1

This, however, can hardly be considered as a true chord of the

ninth, being simply a dislocation of the root of the dominant seventh.

This will be considered later under the subject of Suspensions. (See

Lesson LV.) The first and third inversions of this chord are the most

practicable in four-part harmony, although the second may be used if

the ninth lies in the upper voice. The fourth inversion is not used

for the reasons before stated. (Example 1 24.

)

Harsh

128.

-gg?-^gg?— «—^-T^H
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In the exercises of this lesson the ninth appears only in the soprano

and tenor voices. The following resolution has been used by some

modern composers

:

29.

®

9- m
The major ninth is useful in harmonizing the major scale descend-

ing, as it facilitates the progression from the seventh to the sixth

degree.

130X

^t^*- <? II
/\ b *2 ^-. IIm * —&— —

g

&—

-&-

—&—

<7
.22.

—i2 &—
-G>-

Bi—-<*- % % 1 |
II

-* b <? <2 ^^ ^2 o II
II

IV

Play all the major scales with this harmony.

The ninth is best introduced as a connecting tone with the preced-

ing chord, or as a diatonic tone from the next degree above or below.

It may also be introduced by a skip from the third, fifth, or seventh

of the dominant, and may change position by repetition, like any of

the preceding chords.

EXERCISES TO LESSON XIX.

§*e
^

*>-
£rf»—e>-

M-M—

t

<=—•-
# I I , I

II
r

#. Ninth prepared.

V9lf
4

gi
. Figured bass given.
8 9 C

=1=4= m
6 5 4 7

~&

¥=*
-& r 1-
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2. Melody given.

If 5^ & =
~

J*Z±3t +=*=$ mm$

«Ff
8=>

m-?-0

4-—^-

9

^-tSfee^^lB

tfclz^zzf: ^=P= =t̂

Etzztzzzr
1

t=f=
^ zq.

-&-&-
-&— ii

Play in every major key.

131.

-j J I J J i** **t Sr^: i
'-^'-r-^-^-0-

(z—p:

&- & -&- 9-m -g- -gh s?-

-^-F-
N

-

(2—£?

42-

^. .^. _,2_ .(S. - .

rS>- -I 1 »-#- <5>-

9± d=t
•s—-*- -^- is -£2_^.

t—t

-&-

LESSON XX.

THE DOMINANT NINTH IN MINOR.

The treatment of the dominant ninth in minor does not differ from

that of the major, excepting that the ninth may be placed in any

voice except the bass. The fifth is omitted in four part writing,

and the ninth, as in the major mode, must never appear less than

nine degrees above the root.

Not.

r-frrfr—• •
,

•

132. ^ffigz^i=g^Szzzf|
etc.

* Seventh in the bass.
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Like the dominant major ninth, this chord may be introduced by-

diatonic progression, by preparation, or by skips from any tone of

the dominant seventh. Skips of an augmented second or augmented

fourth are, however, to be avoided. It may change places by repeti-

tion with any of the tones of the dominant seventh, without skipping

an augmented fourth or second, but must be strictly resolved.

Good.

As in the case of the dominant major ninth, the fifth, if present,

must ascend when it lies below the ninth. (See Example 134, a.)

It may, however, as often found in the works of Bach, descend to

the fifth of the tonic triad, thus

34.

(*.)

§*£EE

J-

1=

More often

:=1 m
&- &- 11

The inversions with the third and seventh in the bass are the most

useful.

^=x
4=1

^=F

EXERCISES TO LESSON XX.

f:
-gi _^l :£ :^: ^22. _,

£=g=feE£2_g_
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1 . Melody given.

r /l1^ -»—*

—

0-

i
i r

^ i=^=^
*=»=F ^H

fe^ Si s ^Zt ±=C =t

il^=E^ t :j=p: »—Rs—»3^?: ?= :
l

r^-

:i

4. Chant.

B§E^lJ^5=Bfef§=3pNJg5i

IS m=t

IIg z^-
g) g> | g—f-z*

^=f=;

5.

4:

3=j=t
=t a^ t=t-5—s—

i

^a
Seventh in the Bass.

Play in all minor keys.

I-mmmi m.
-&- -&- -&•

135. ^ msmfS=J=r II
-^

§S -J—

4

Efc -)5> ;<S>- ^P
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LESSON XXI.

TH£ CHORD OF THE SEVENTH ON THE LEADING TONE.

If we erect a chord of the seventh on the seventh degree of a

major key, we shall find that its tones are identical with those of the

dominant ninth chord considered in the preceding lessons, in fact

such chords, from the fact that their tones find a common generator

in the dominant, are practically dominant ninth chords with their

roots omitted. They are in every respect so introduced and resolved.

The positions and inversions of the leading tone seventh in major are

as follows

:

136. J
u && &&

Harsh.

/ =$—

H

I -2 # c& 0# _, m
1 X & - && m &&

72 2? fp -f-H1
-&- *-

4
3

& ——" •

2

w 2? Y

I b
~~ 9 # » ii

1 . & m O1 9 II
v II

II

It will be seen that in all positions in which the third, originally

the fifth of the dominant ninth, appears below the seventh, it ascends,

doubling the third of the tonic triad. Parallel fifths would result

from the fifth descending to the tonic, ( see Example 137 ) therefore

Rule i. The third, when below the seventh, must ascend to the

third of the tonic, doubling its third. Otherwise it may ascend

or descend.

Note. This is of course the same rule which applies to the fifth of the dominant

ninth chord in the preceding lesson.
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137.

Not.

P^t=E=8̂ lE^EE^EElE
<?

II

Rule 2. A0 intervals of this chord are doubled or omitted.

138.

i
Not.

§* H
9i

Note. The third of this chord is sometimes resolved upward or downward to the

fifth of the tonic, in order to avoid doubling its third (see Lessons XIX and XX),

but this usage is not to be recommended for the present. At best it exchanges a

very audible concealed fifth for the doubled third.

139.

-&-

& w^m
Otherwise the treatment of this chord and its inversions is identical

with that of the dominant major ninth.

EXERCISES TO LESSON XXI.

:i=^
"& & ^ Z2-

-aq—<Si-

-&—&
m -f2—&

L_l_l

m=?=f- g=^g

-^—<s<-L^— I L£2
-&- -& &-

I
I

:
i—

r

*=*=£

^-f^hk-b-

VII06
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1 . Melody given.
7

^ &- I J2. (2.

t=t f
2—

f-j-\-&-15=£
VII

flfelMi&yg&S^Eateaag^
VII°4

3
VII°6

5
VII°6 VII°4

5 2

3.

faaa^^eSigg#gfr=F^^fea
VII°4

3
VII°6

5

ft^g^g^^^g3EJ

Play in all major keys.

140.

J_4-
~^ ^
3=*t

-^^M&-{-& ©>—n5»-

r^r—

r

X=A« t=tg &

r r—

f

4S>-

:t=

I vii? 1 1 IV v 1

-*- i-gr :f:

aH sh

—61 ?^

—

« (Si—"-<» #a S: s<

d

9^
4
2

-<S>PI -^ £?- a
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LESSON XXII.

THE CHORD OF THE DIMINISHED SEVENTH.

The chord of the diminished seventh so-called, or the dominant

minor ninth, without its root (vn°7o ) is one of the most useful and

valuable combinations with which we have to deal. Although having

no existence, fundamentally speaking, in the major mode, it is yet

freely introduced in that mode by flatting the minor seventh melodi-

cally.

141. I fe zb^H-M
It consists of a combination of three minor thirds, and contains no

perfect consonance between the intervals of any position or inversion.

It may therefore be approached by parallel motion with impunity.

Correct

142.

zri

EEg§|^^m -i
&-

p
II

etc.

9S±
Efc

*=fc m
Its three positions with resolution in the key of c minor are as

follows

:

143.

§S

Close. Open.

-2 »_lm
EEI< fe

At a the third ascends to the third of the tonic, as in the corre-

sponding chord in the major mode. The descent to the fifth of the

tonic is also occasionally used. The augmented second between the

\
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sixth and seventh degrees is to be avoided in the inner voices. The

rules for the introduction and resolution of the diminished seventh

are the same as given in the preceding lesson.

EXERCISES TO LESSON XXII.

4—

1

&2=&—^
gTT

~^-z\
&-

I

I I I

I J_J ,

êeH
f5L

-(2—^2

5^—N-#

rr i f

tf
:=«
-s^—-&-

'-^=W-

f=tin
VII 70 r70

1 . Melody given.

I^eeE t=x&—* -&—£
=t

^=Jt *£m 1

te *-•

^t
2- :SS ^ eSSI

3.

^-^-b-EEE^:=ErEE^-LzE
=4==t

Az=i: ^IPB

m
5.

J^F d,
&—z>-

:=:

-l2-=_

t=f; &~
£=f=st$ IS

Play in every minor key.

44.

li
i=d:

=z£zfe ^
VII?o i 16 V7

4
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LESSON XXIII.

THE INVERSIONS OF THE DIMINISHED SEVENTH

The three inversions of the diminished seventh are used with as

much freedom as the fundamental position. The peculiarities of

the resolution of each inversion are as follows

:

First— Since the third, in the first inversion, is in the bass, and

therefore necessarily below the seventh, it must ascend to the third

of the tonic triad, forming a chord of the sixth with the third

doubled. (Example 145, a.)

(a.) (6.) (c.)

145.

Q h & a «? -«=-<» ,
,/\j\ fa r^ 5 * zlga^g^z: =!}=*-=fH|f(\\V V U&s? m \\&& m £y mXs\) '£/ S '

m &> JJ
6 ** *
5 ^

C\' h 1
G

4. 1 IIy '^u ^*^'^*i^'^'i ^—^ 1

p-i? 1 1 11

Sometimes, however, the fifth also ascends, forming a chord of

the sixth with the fifth doubled. (Example 145, b.) This only

happens when it is below the root, otherwise consecutive fifths

result. (Example 145, c.)

Second— The fifth of the chord, when in the bass, may descend,

forming a chord of the sixth with the third or root doubled (Example

146, a), or ascend to the fifth of the tonic, forming a
J
chord. (Ex-

ample 146, b.)
(a.) (6.) Bad. <,c.)

146.
^-«

9
Êfc m liH
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The first resolution given at b is bad on account of the progres-

sion of the two fourths in the outer voices. An exceptional pro-

gression of the vn°| is seen at Example 146, c, in which the first

fifth is imperfect. It is not recommended, however. The second is

much better.

Third— Since the seventh descends to the fifth of the tonic triad,

when in the bass it must form a
J

chord with the root or third

doubled.

47.

Possible.

As in all preceding lessons, the different positions of all these

inversions may be exchanged for one another before resolving, avoid-

ing, however, all progressions of augmented seconds, augmented

fourths, diminished thirds, etc.

Play all the inversions of the diminished seventh chord in every

minor key.

EXERCISES TO LESSON XXIII.

iHi

m$
Efc

1—F+—•—gj

—

1
\̂

4p 6
2 4
m -»- 4 ±

IS
—5>

II

ill
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1 . Figured bass given

* 8 4$
3 6__£

Egg=t=B m p=\

4
2$

_£2_

m
6 7
4 *

-<5>

1

4jJ 6 3
3 3 3 6 7

m$:=±± V &

6 4
6 4 6 7

6 4} 7 386 2tf4Jf

F^
1= ^m^mmi

3. Unfigured Bass.
3

atei^ t= I* ^'^ =CT=5=^
4. Melody given.

=t=i
=1^ i=t=*=fc*#K=*=t=

fc=t
II

isiiii
F^P3:

F-
f=r=* :FeeFi

i-,, ., i-t

-F-t

The IJ chord in the cadence may be approached by the vn°J or
|

instead of by the subdominant chord, viz :

Or better. Another position.

148 I

S
3

is feuS:^s- -<^tp 1—

r

ess
9 ÎEE?EE

ilf#SIB
Play in every key.

f

LESSON XXIV.

THE CHORD OF THE DIMINISHED SEVENTH. (Continued.)

As before stated the diminished seventh chord is freely used in the

major mode as a melodic alteration, and since it only differs from the

dominant seventh by one semitone, as a matter of scale degrees,

it follows that the second, fourth, and seventh,

which are common to both, may be harmonized as well by one as

* Changes of position are indicated by the order of the figures.
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the other. In case of change of position by repetition, the figures

indicate the intervals in the upper voice.

EXERCISES TO LESSON XXIV.

9*=£

&&-
-B J 1 A-

-35-
! ? *

-J:

iE^ V-T
vn°

d
(Sh

9#
—fii-

5 h

. J.W:

P=F=T
:i=«^*

-s>-

4
30

f^3=r

A -•- -#-

75*-

-S>-

S-

V vn° vn§o

1 . Figured bass given.
6

8 10 4 3 5
4

5 3b

E§iil
&

s^e^es
f=¥=?c

3b 6 6 7? 6 6 7
F-#-| —r -i 1

SE (=ij=±=*
us^ I

2. Open position, g

8 7b 5b 6 6 8

-^=N>8

—

7b

^
T=

^—«-
'fg # *

F=t
&—&-

3.

pfc=£
:£=fc4

72

:p=t=

6 4
4 3: 6

^v—

4. 4 4
3 3^> 6 6 3

4
8 5 3b

6 4
3b 3b 3

8 4 6 6 6

I M
es^ SiW-W=W-

7 4 7

•=*
1-•

—

\ *z±tz
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6 4
5. Open position. 6 3D 32

5 7b 5(7 4 6

m&Et ±=± -» r
:F=P II

6. Melody given.

m^a^M

LESSON XXV.

MODULATION.

The connection of chords belonging to different keys by means of

harmonies common to both is called modulation. As different keys

are said to be related, in proportion to the number of tones in com-

mon between them, it follows that those of the dominant and sub-

dominant, with their parallels, are the nearest in tonality to any given

tonic. For instance

:

Scale ofC— CDEFGABC.
Scale of G — GABCDEF|G.
Scale of F — F G A Bt? C D E F.

Every tone of G major exists in C major except F$.

Every tone of F major exists in C major except Bt\
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These chords as tonics coincide with the triads erected on the

ii, in, IV, V, and vi degrees of the scale, and when a simple melody

forsakes its own key temporarily, it usually does not stray further away

than to one of these related keys.

Note. Some theorists define related keys as those whose signatures differ by not

more than one accidental.

The mere succession of chords of different keys does not necessarily

constitute a modulation. In fact, it is entirely possible for any two

major tonic chords to succeed one another in such a manner as to be

mutually related to the same key. For example :

[a.) (b.)

iiiB
149.

5; te :#=^

£^
C:l D^-A C:l BA
/:V VI e:Vl V

The tonic triad of C major and the tonic triad of Dfr major are also

the dominant and submediant of the key of f minor. (Example

149, a.)

The tonic triad of C major and the tonic triad of B major are also

the submediant and dominant of the key of e minor. (Example

149, b.)

All the other possible successions of major tonic triads will be

found demonstrated in Lesson LII.

A change of tonality convincing to the ear must be accomplished

by means of a connecting harmony which contains a tone or tones

foreign to the original key and belonging to the new one.

The chords most commonly used for this purpose are the dominant

and diminished seventh, and for this reason : The major and minor

triads and seventh chords on every degree of the scale excepting the

fifth and seventh (seventh of minor only) are ambiguous in tonality,

being related to more than one key.
(a \

50.

\

-X ^,
1 SD ,

[7 -n
2^. &

b b b ^_, [_

£4 P /? p & v vat ll
\\) S3 ^ & a & II
«J

etc.

di' u <? M9- —<s> * * --$-* r-* &— H
C: 11 d: 1 B* ra F\ vi C : V c: vn§

always always
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Such triads are supertonics, mediants, dominants, subdominants,

and submediants, according to their relation to a given tonic. The
combination of major triad and minor seventh (V ) , or diminished

triad with diminished seventh (vn°7o ), however, is never found

except on the dominant of the major and minor, and on the seventh

of the minor, respectively. (See Example 150, a.)

A («.) (*•)

151.

If now the progression at a is given the ear recognizes the G triad

as the dominant of the key of C. But if we interpose the chord x

in Example b, the G triad becomes a new tonic preceded by its

dominant.

If, then, the change of key is to be made permanent, the modula-

tion must be followed by a complete cadence in the new key, in any

of the forms which reiterate its fundamental harmonies.

A formula for a permanent change of key might therefore be as

follows :

Let x represent the key to be modulated into.

Let a represent the key to be modulated from.

Original key. Modulating chord and resolution. Cadence in new key.

y 1

1

/f & ^ 6? <? r- II
fr\\ ^ ^ -g tiw— 1=W % ?
£T' &> a ^ ti^

X
&

C\ m f? 1 II
1" 1 r*S & \ iTs & II

1

C:l V C7:1 G:V
7

I

I ?oorV
7

I IV If V I
4

x: vii

tonic may be succeeded by the dominant orSince any given

diminished seventh of any other key (in one way or another), it

follows that the above formula stands for a complete system of

modulation from any key to all the others.

For this lesson, however, we will confine cur work to the modu-

lation from tonic to dominant, using both the dominant and

diminished sevenths as modulating chords.

(a.) (b.) [c.)

4

152.
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At a, 6, c, and d the root of the tonic chord of C major becomes
the seventh of the dominant chord of G. Any inversion of the

dominant seventh may be used.

('•) (/) (g.) (A.) Bad.

-J-

Eidl3B^E^^I=l3gdi
153.

At £,_/*, and g the root of the tonic chord of C major becomes the

fifth of the chord on the seventh degree (diminished seventh chord)

in the key of G. The position at h is not possible on account of the

false relation E-Et> between the bass and tenor.

Note. The false relation, or unharmonic cross relation, is a contradictory suc-

cession of harmony. It consists in progressing to any tone which is chromatically

altered, when that tone is preceded, in some other voice, by its octave without the

chromatic alteration.

The following tables give the modulation from the tonic to the

dominant of C major, with every position and inversion of the V_
and vn°7 chords.

TABLE I.

MODULATIONS TO THE DOMINANT, WITH THE vT

I 9-i

i I i i
i||

|

*n *
t=x=&- *=i=fri

With

y-c TWI -» > y a
' y «

'

i 8
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4

With 3

»_^_Li B_<^—

I

4
With 2

l/NotfrY-4-T-, rrn pp-U-J-J-r-l 1 I -i-n

=3=1=1= —T

—

4:^=Fl=JH~FJ:=::^^=::^H-F^::i^:^zH

r~r r
=
rr
_
rr

_u

TABLE II

MODULATION TO THE DOMINANT, WITH Vll^ .

M i ,

"I*
TT 6*

5&

Best.

3b -»- -12- 11.
§==5eS= *=*=&- —=t = -^rrr

- "
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Poor.

Note. As before explained, the diminished seventh belongs strictly to the minor

mode only, but its use as a melodic form in major is so common and familiar, even

in the most unpretentious compositions, and its usefulness so great as a medium for

modulation, that the student may well become familiar with it at this point.

1 . Melody given.

Transpose to every key.

—-J—4-

154.

$
-k»-4

% M
=t no

9^ ==t

9i =t

w

=t

—J-

ES

=t===53===*=
All the other positions of this fnodulation should also be thoroughly

learned in every key at the pianoforte.
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LESSON XXVI.

THE MODULATION TO THE SUBDOMINANT.

The subdominant (or dominant below the tonic) is as nearly re-

lated (as a key) to the tonic as is the dominant above the tonic. In

modulating to this key through its dominant seventh, the root, third,

and fifth of the tonic become the root, third, and fifth of the domi-

nant seventh in the new key, the minor seventh being merely added

to the chord.

155.

^>
m>

&-

v=x

C:l F:V 7 I

In the modulation through the diminished seventh the position at a

is bad on account of the augmented second in the tenor.

(a.)

156,

I

4- 4-

—«

—

%—1-«

—

<A g—h«s—-&—-&—|-<s—-n—F-2§— 1-|

C:

^S- JZ.

=t=^
11

I F: vii o
o

This may be avoided by approaching the seventh from the root of

the tonic as at 6, c, and t/, whereby the third of C: I becomes the

root of F\ VH70, and the fifth of C: I becomes the third of F\ VII70.

Transpose into all keys.

3^5

=F=ei=

1* :jf 5

I ^:V 7 I

t># t
1 fc

:d:§
Tfr

£=£>.

1 1-

1
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4-

& t=t= -w- -<5>.

:N=*=t N=N
1—

r

i—

r

lF:vn% i

=t=

H^-JJU^f^ :i=ti

m
:-

b*- :f:

P^jg
II*=S £=S

The following tables give the modulation from the tonic to the

subdominant of C major, with every position and inversion of the

V
?
and VH70 chords.

i=ri=t

TABLE I.

MODULATION TO THE IV, WITH V
?
CHORD.

4—

J

:« *=*=§£

7^

£e2d= =*±

-s* ±=t
^=^E

-g).
1

11*3
IF

P=r=
i
Si,*

1
±=i

:i: -•-*#
I——h-^—

'

-•- -»- -g>-

—hi—t—i^
*=^f:=i*=*=f=:^=|::
r
_
r
_tzzt tH_r

tt*—

*

PP3
-J h

^=^:
f—j-r! ! I

6

5b

g-
-U-UJ_

tva^E£E£g ^ :s
v

EB*E£EE£fEE3Eigl
Undesirable position.
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-0-

4

KgM r-4-4—4-

=r=5
*Wi=^ :

-•- <S>- -•- • -^-

1 1 4-

^r_-i:
=t=*=

I 1 1

:^=F tit

\-\—

X

-•- -#- -^-
|

| |
-•- -•- -&- -•- -•- -&-

4-4-

0—0-

TABLE I

WITH THE VII
£

CHORD.

i rs

—

*-—f5>

£=^teJ5*«£
:±g,'!—S:

4. I I IlI

:&gi Eg
-&-

7b
5b fen

2*e2ee
4= ^msm b*—&-

:^—

e

a; CT :^=

c

£--

3b

§s
-V

d= U—4-

!&*-%r^3&

4-J-J-

k
4_L

0-&-
I

I

^90—yz)
*Z$0—& *=W=E

* Undesirable position.
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1
i , l

T=a*=*
g

j
l» * al

i=±

** 3: '^hl- =1

i=te!

sgfe^a
4
2

t—

t

S
^-^

— i

—

f
—i Lt—— i—«*=J2=:*

1 . Melody given.
Modulating- tone in soprano.

EXERCISES TO LESSON XXVI.

"S
p.

B^E* % H
3. Modulating tone in alto. 4. In tenor.

-•

—

—•- *—i-

i

^± C=tBt
F=P

tpto
5. In bass.

rr—

r

t)—#• B
s »

(ID-

LESSON XXVII.

FORM OF MODULATION BETWEEN THE TONIC, DOMINANT,

AND SUBDOMINANT CHORDS.

The two modulations, from tonic to dominant and from dominant

to tonic, may now be combined, forming a temporary modulation

from the tonic to dominant and return, or from the tonic to the sub-

dominant and return, since the relation of tonic to subdominant is the

same as that of dominant to tonic, and that of tonic to dominant the

* Undesirable position.
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same as that of subdominant to tonic. Such a combination would be

as follows :

Cadence. or

157.

4-4
:^=S:

*=» .g_g±^3^_tgi^bgzlziz:i±^=S2bi-^±gzg±^=l:l
g-gg- -&-??- -&

ffl-i^—!—L -^ sg ' ^
«&-Z5)- -«-«- -fi»-gy- ^

~Z5"

=t
-s)-<s>- apt -b*-^- E II

C:Ic7:V IC:V I IV I V I C: LF:V„ IC:V„ I IV I V7 I
7 7 '

Play in every major and minor key, using this formula.

1 . Soprano given.

t-9
EM I .I

EXERCISES TO LESSON XXVII.

2.

&s=

£:V7 I C:V7

=ip^s^
^b

:v 7

3.

fe^^te=ndbfc5

^b:V7

ffi^gmffffwg]

^ :v7 ^:V7

4.

m-rrw ^FqziU-4

IISeSBEB S *)-

•z*±&zz±j—*-* -*--+ -#-L-^-

Chant.

a EEEJzczzJ: —1©>-

i ii

-^ (2- :4
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LESSON XXVIII.

MODULATION FROM A MAJOR KEY TO ITS PARALLEL

MINOR.

In modulating from a given major key to its parallel minor through

the dominant seventh the third of the original tonic triad becomes

the root of the new dominant seventh chord.

158.
^

1
Third. Root.

9i
1

This connecting tone is not utilized in case the complete dominant

seventh is used in the fundamental position.

159.
m=im

-&-
:tz: i

The progression from the original tonic to the diminished seventh

of the new key may be by either contrary or parallel motion. (See

Lesson XXII.)

160./

Q 1 -fl-r-l h-r-1 1
, 1 J p i

1 ,4—M l-n

etc.

*
*c nirndBmi

t—r~^r

The bass progression to the root of the diminished seventh at a is

not to be recommended, as it involves either an augmented fifth or a
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diminished fourth. This is also true when the first inversion of the

dominant seventh (VJ) is used.

»—

i

1

161

II

9i
* II

Both of these progressions may be disguised by using the modu-

lating tone as a chromatic passing tone from the root of the original

dominant.

J 1

162.

** II

This properly belongs to the subject of chromatic alterations,

however, which will be considered later.

The available positions of this modulation are here given

:

TABLE.

With V, Poor. Better.

r*

3^3
t=^: 1=^ ^=E=^ fe«=

P » >? +m
With second inversion.

fcSSii
?#v -«-

• ^
J-J-4- 4-J—

;

*=«:n fi—*—<2-

-•—S»- •—s> •—

^

-#- -#- -<s>-

FFP
4—1—1^S



96
HARMONY.

With third inversion.

With vnO

U4-U.
tf^iil^ji^iiAAi iJW ^sz_

Stir

5

=t 4-J I

ffl=

-•- -*- ^
p_£2_

I
1 1

I I

!V L 'mi 1— LrH-—4-1—r
'

m j—i-

* fi-i-

:^5±=;

s^r -^- :S3*3 M

?$&=&

1

*
:F F :*=t F=F IIr r

* Weak position.

This table is to be transposed into every key at the pianoforte.
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EXERCISES TO LESSON XXVIII.

Either the dominant or diminished seventh may be used as a

modulating chord.

1. 2.

m^^^smmM^m̂
Um^^j^m-^j!! iCTa

.8 j j f—F=b=&
I IV I

LESSON XXIX.

MODULATION FROM A MINOR KEY TO ITS PARALLEL
MAJOR.

The modulation from a given minor key to its parallel major by

means of the dominant seventh involves progression by contrary

motion. The different positions are as follows :

TABLE
(a.) With the V7.

I. 2.

FFF
t=f a

7

B I l;J ,-l-J.

*3-g a- i=*

i-J-

^-P-h^^*—t- * *- -1 »H- fct
££=e=

i

'

' i.-i
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(£). With the

I.

Bad. Bad.

*=t=i=

5,

m &

4- 5-

1 I wX:d=d

-#-2^-
fea^fe

1=3—<s-—i-

<s>-

fez

9 £̂E
*=^- ,#-^

Ft

3=4
•-02-f^ M^-

(*.) With the

I.

ES3
•
7K«*=g

2=* =^:
-s>-

-* -*—<s

t=t
-•-(Si

•—*-£?

-^2- «=5=^

g
-(•-(S-

II
9 ÊE :tF

—<2- ^
If the third of the dominant seventh chord in the fundamental

position ascends while the fifth descends, a tonic chord with three

roots is formed, which is not a strong position. (See Table I, a, i,

4, 5.) This is avoided (see Table I, a, 2, 3, 6) by allowing the

leading tone to descend— not being in the upper voice.

The consecutive fifths at <ar, 2, 3, and 6, 1,4, 5, and 6, etc., are

correct on account of the second one being imperfect, and of the

contrary motion in the bass, and above all from the fact that* they

are in the inner voices.

Inversely the consecutive fifths at 6, 2 and 3 are to be avoided for

the same reason, even though the second one is imperfect.

The third inversion of the dominant seventh (Vj ) is not useful in

this modulation on account of the rough skip to the seventh in the

bass.

63.



HARMONY 99

In all the other positions the seventh enters diatonically.

The positions of the diminished seventh chord in this modulation

are as follows :

::ito-J!=ffip=H

r- 1 —^-^4—H~ I J |

-

i • g

§_ri
*5

P=*=^
-P

—

&-

IS
•—(2-

r-r-r

I—W—12- fete

b£A
i i i

I ] !
i ij i

io4^g^[5fejjdE|
*G->—^—I—

I

1

—

m—s —#

—

m 1
1

—

«-j—i
1 1—i

—

\-\-m-*—i—

I

I 1Z «—($;— I 9.—<5,_l *

—

& 1 «_^ Li—«_s»-L|—P-S>—

I

<«•)

ir-t—d-;
tfcSEFB=4

lit '^T^H J a ^
_U

6.

-*- f *
-• * & L

p" 1—

I

U

m^& atdat *^-_g__^
r-r-r

-«
• p

-'S1

tt
r-r-r

t=t

n i
* Weak position.
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The consecutive fifths at d, 2 and 3 are to be avoided for the

same reason as at 6, 2 and 3.

The third inversion of the diminished seventh (vn°|) resolves to

the tonic
J
chord with the third doubled (see Example g, 1, 3, 6),

or with the root doubled (g, 2, 4, 5).

These two tables are to be transposed into all keys.

EXERCISES TO LESSON XXIX.

g^^sfei Ej^S« -mTwW" II

g2-fi 1

I r m—wa—r& f^—•—-—1

—

Z9—¥

—

J •—m—

I

t~r& *-\ •^rl— I •—d #-
3==t
aJ. ^ X

II

5.

*: I

^ » ^^11

LESSON XXX.

PRACTICAL MODULATIONS RESULTING FROM THE
PRECEDING LESSONS.

The modulations mentioned in Lessons XXVIII and XXIX may
now be combined, forming a modulating phrase in major, thus

:

I : modulation to VI : modulation to I and cadence. Or in minor,

thus : 1 : modulation to III : modulation to 1 and cadence. In other

words, from a major tonic to its parallel minor and return, or from a
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minor tonic to its parallel major and return. Such modulating

phrases might be as follows

(a.) "S

164.

-fit p_
-g? @-

U~l
-jg—s>

<i

^— (S-- -^—L-

:z2=ft
=tF

-^—

^

4—1
d-

iZZJt n
,$). _^>- -^ -^>-

.-J
22- -<5>- •&- -(i2 - -«-

s^ggigiili-©>— &>- U—1-4
1=t

«:vn° C:V,

3
J -J-B

r 1^1 -#iŜ— 1 II

§5^ i=tS it: F Jl

Harmonize the following melodies in like manner.

EXERCISES TO LESSON XXX.

1.

;<5L"
lf=T &— &—W-+-

C: I

2.

a: V, C:V,

mMmm F=t
=?=#r^ *

h
. n

±^4-^-^-,—FFl—•—s—t—F*—•—*—J-3
1^2

ii

5.

me^^ -&-—+—&—i-M I

- *—+
-t-F-

t=t
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LESSON XXXI.

MODULATION FROM A MAJOR KEY TO THE PARALLEL

MINOR OF ITS DOMINANT.

This modulation presents a slight difficulty in the progression from

the original tonic to the dominant seventh chord, i.e., if the bass

progresses from the root of the one to that of the other, it compels

either an augmented second or consecutive octave in some other

voice

;

65.

4-

^sv i

n

therefore

Rule. When the root of the tonic triad in the bass progresses

to the root of the modulating dominant seventh, double the third

of the tonic (see Table I, i, 2, 3, 4, 5, 6), or in other words, ap-

proach tiie third of the domina?it seveitth from the third of the

to?iic, never from the root. Consecutive ffths also result from
parallel motion of the root and fifth of the tonic to the root and

fifth of the dominant seventh, when the fifth is above the root.

166.
=m%m

-& -&
II

For this reason, as well as on account of the abrupt skip to the

dissonance of the seventh (as in Lesson XXIX), it is better not to

use the third inversion in this modulation.
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The available positions of this modulation through the dominant

seventh are as follows :

TABLE I.

\

(a.) 2.

e3=3^•#fe--ts^^j-|r-h3=s-fi:
t^ 4U

fc

^ =G3 izzi :H=^ |=J=
^

7

8
6.

I

1 1
I 11 (J.)

; ; s«g
g
«- Mi**

i—cr^r-a- ^=£ llpl^g^
5

P^L*

g^%§0^^*^3¥
At c an inversion of the intervals in the bass

while not forbidden, would be much less melodious.

mmLF=t (E)
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The modulation through the diminished seventh chord is somewhat
smoother than that through the dominant seventh, because the root

of the original tonic becomes the seventh of the modulating chord.

The free upward progression of the third at Table II, f^ 3, 4, 6,

is particularly strong. The positions are as follows:

0- -•- --&-

J—H—

U

-I—] 1 1 1 ! 1 1 ,
—

Z&
-0- -•-

^m p=$

r*- #*- 1K

3- 5-

u-l—I-

i##^##^ ^
4-4-

1K
..

i i-

1*

9*
-S <ta 1 *

<Z>

:oqzw—•-

«>—

*

I

I I

43
2;

#
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Poor.

St
J „ 1 J_:^B

~m—<sj

—

\~m-

m- -&
m E3E33
-•- -&

-flat—&9-L-9-1JP

t==t==& fei a^=ii9- *=* ->& :tzzt i
r~

rT
Transpose into every key.

W- *—

*

-<s-
1— 1—

r

EXERCISES TO LESSON XXXI.

llJlfe £=&- i=$
-&—K&m

2.

:tt4
E£EE^!czLt3SEEiz5S:izU<MK

3.

*5 -*-3- ^-f-2*-?
*=£=*

:&=Jfca==fc
j^fejgfrEgEJf^S^

£f=s
4.

pijgigg^gga^giiaii
j
i

u=t ±=t^^-^-^r^"^—UJ-^^^

LESSON XXXII.

MODULATION FROM A MINOR KEY TO THE SUBDOMINANT
OF ITS PARALLEL MAJOR.

This smooth change of key (the reverse of the preceding one)

presents no difficulty, as two tones are common between the tonic

triad and the dominant seventh, and one between the tonic triad and

the diminished seventh.
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The third and fifth of the original tonic triad become the root and

third of the new dominant seventh, and the fifth of the original tonic

triad becomes the root of the diminished seventh. The positions and

inversions, all of which are entirely practicable, are as follows

:

TABLE I.

r * -

9^=^£ -1 (2-

'&
tr3± ±zs£

:!"&

5?

*=££
4-J—4-

I

l

H 1
1 1 I—,—I ra F— <$>

1

T
I

i

(c.)

?—*—&-
-•—»=(2-

rr
=t=t

S^
4 u

:^fr fcSzS
r4-fej j

,4-faJ

:=:-* —i-

-•—<s>-

~&- F=fc
r-T

•*—•—g)

—

*—

•

i=t
-•—25)-

:r_=pc

t"T
-«

3Sfe^EE£

,
,

-F^^=^^q^q==rpq=q=zl^J=J==]or^ir^-z]=^i:|
#—«—«— I— I—i

—

^m-m—^=nH

—

h—

p

1?—m-st—•--•—•-&—• -

t*J£

=F-h-

±d-r1-rHl
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The positions and inversions with the diminished seventh are as

follows :

TABLE II.

(*) 1. 2.

"

-fr , I p> r> f I 1—

t

x I 1 I I JzJ-rf-TJrsJzz^:

5^ j~^
5b -•- E^L .

?5±^ =
»—

F

2

d=s
I 1

?
(*) 1. 2.

9±^S

TT-r

4*4—1- --hd—*n

:N=U=^
h^m- 9+- EH

(ft)
2. 6.

r~ri"

S££s
J i

4

- -<g-
-1

1
1

L#l-^-F-(5<—#-L-H 1 — lil-§iyi

I =2 Q_-R-=C P p^ C ^j~f-|
u

The weak positions of the tonic triad in Table II, a, 1 and 2, /?,

i, c, 1, etc,, are caused by the necessary ascent of the third of the

chord of the diminished seventh which lies below the seventh. This

is avoided by the free leading at c, 5 and 6.

The third inversion of the chord of the diminished seventh is not

practicable in this modulation, as it involves the very unmelodious

bass progression of a diminished fourth upward, or an augmented

fifth downward. No interval is perhaps more difficult for the

167.

t±=2=i=i ^d=i
• U« ^ f L*^

5:

*
^fcfc

t=£=&= II
o
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EXERCISES TO LESSON XXXII,

1 . Chant.

-<a- &L

5=F
^=^:

1

fi=£ m
3.

£b: I IV IV6 I

3=* • ^ ^
t=tzfz

, £2.

ag^iESi^^g^gpi^H

*8 •—

^

I tZ»* » fi g
SfflSIft ±±z-t±

G: IfV 7 I

LESSON XXXIII.

MODULATION FROM A MINOR KEY TO THE SUBDOMI-
NANT OF ITS PARALLEL MAJOR. (Continued.)

The combination of the two modulations given in Lessons XXXI
and XXXII gives us the successions : with major tonic, I : modula-

tion to in : modulation to I ; with minor tonic, I : modulation to VI

:

modulation to i.

Such a modulating phrase with a plagal cadence might be as

follows :

168.

{a.)

'i =3
*2 t*

:=t
=t

-&-

&- mm
C: I V 7 C:V
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And with an authentic cadence :

. (*0 I I

109

<>
3

:tp^H
i T5t btsss

-a

11

Pf=ff
1 I ' 1

=f

C:V 7 *:V 7

Harmonize the following exercises in like manner, using either

dominant or diminished sevenths with their inversions.

EXERCISES TO LESSON XXXIII,

I.

Utjn^M^=M^ £E& 1
2.

mfr* • r ¥=p9i
t=tzf

42- ^•friMPTj l

3.

wM ^pz-
^-<=:

&-&. e>-

t: P=F d4

5
~"

^Pfeslili^llB

LESSON XXXIV.

MODULATION FROM -A MAJOR KEY TO THE PARALLEL
MINOR OF ITS SUBDOMINANT.

When the dominant seventh is used to effect this change of key the

third of the tonic triad becomes the fifth of the dominant seventh

chord, the fifth of the tonic triad becomes the seventh of the
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dominant seventh chord, and the root is raised a semitone to become

the third of the dominant seventh chord, and in order to avoid a false

relation this must also take place in whichever voice it originally exists.

It is for this reason that 3, 5 and 6, is to be avoided. (See Table I.)

Note, To be sure, this example is not strictly a false relation, but it has the effect

of one on account of the skip in the soprano voice.

When the diminished seventh chord is used the third and fifth of

the tonic triad remain the third and fifth of the diminished seventh

chord. One root (when doubled), is raised to become the root of

the diminished seventh chord, while the other descends a whole tone,

becoming the diminished seventh of the chord: or the seventh may
enter freely if all the parts move in parallel motion, as stated in

Lesson XXTI. The consecutive fifths in Example 169, a, are quite

correct.

(a.) (*.)

169.

S¥
-<s-

&T£2-

I
etc.

m =$==*
#* **

The third is doubled in the resolution of the seventh chord, and

sometimes the root. (See Table II.) Transpose these tables into

all keys at the pianoforte.

(a.)

TABLE I.

3- 6.

I I

=tfnsm
PpHE^Ej: l 1

I
1 r-rt#r^rNH^

9±
ftt^L

-e>-

-m-&-

T--
lESE

• &
-!

1

-s>-

v#*
(*.) 5" Poor. 6.

I I

11r-e£
--&—Y-u

-+-.%-

fe
•-Z) -0—•-

•- -&-

t=t=t +=49i *#t
•t—

r

—^-^=Et#i=?-Efcjti *** P
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3 -Poor. Better.

ftfcgE^gjEgEl

d—Mor;^m sr

45
2

FZJC
i—F-=^

4=t
*=^: fet=B

^4-J-nXJ-
-j^M%*

. i • ^ 4-4-

.* i i_

•-•-^

J-J
;£*=t=t

-•—z^-
*=t=
r -#—te-

i=t
#_^_L

j

—

#_^

<7, i. Dominant seventh chord, either complete or incomplete.

£, 5 and 6. See note, page no.

c, 3. The only way to raise the root in the same voice.

d, 1. The second progression is the better. The skip to the

seventh in the bass is excused by the lack of motion in other parts.

(a.)

m—•

2.

TABLE II.

3 6.

=il
or=tr>-

7b

.F=E:-JzzgE^=^=E:z:.=gaH=H=:g=:|

*—&
>-&•

*-fr

rt=3
J*t o ItfEp: ***

t=t *-rf-@-

r#
(J.) *• 2.

^o_J
6.

J-'

:»tpgS^=l
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(*) 3-

3*

4*

-P-&-
ff=t=E

^-^ E*
-U
•-^

^ *»
1

(rf.)
I

.

i -^
p=p

i—i-»—#—^5-

-*-*-#
:s-g-T-r

=t

i|i=^ • s*

L_i
6.

9^SZ=fc :*# ig
- -I 1 G> 1—

I

r

1

#, i and 2. Doubles either root or third.

#, 4-6. Doubles the third.

£, 6. The fifth, being below the root, may ascend.

c, 2. The second progression is useful.

c, 5. The consecutive fifths are allowed in the inner voices.

d, 4. The free ascent of the third avoids a poor position of the

new tonic.

All the other positions at d are weak, but unavoidable.

The exercises to be harmonized contain no other positions than

those given. Either the V7 or vii7 may be used.

1.

I*

EXERCISES TO LESSON XXXIV.

-- P
i=33g>—hz^ P

—

f&- m
&a=e=t ±&—

Ht W . *-• *l
I

I

* —rf- r H r
-^ I-7-H-
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The last exercise may be written freely for the pianoforte with

parts doubled.

LESSON XXXV.

MODULATION FROM A MINOR KEY TO THE DOMINANT OF
ITS PARALLEL MAJOR.

This modulation is the reverse of the preceding one. In connect-

ing the tonic triad with the new dominant seventh, the root and

third of the tonic triad become the fifth and seventh of the dominant

seventh chord. (See Table I.)

In connecting the tonic triad with the new diminished seventh

chord, the root and third of the tonic triad become the third and fifth

of the diminished seventh chord, and the fifth is chromatically

lowered, becoming the diminished seventh of the modulating chord.

As in the preceding lesson, this must take place in the same voice in

which the fifth is already present. (See Table II.)

TABLE I.

6.
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saissfs

The inversions b and c are somewhat smoother than the funda-

mental position at a.

At d, 3 and 5, the connecting tone is disregarded in order to

avoid

70.
-0- -•-

3SE5 I
which is less audible when distributed as at d, 4,

TABLE II.

m
-5-fr-i-

*=P=S

nP—S>- \*rl±-&t—sf
-

4-4

^ I I! l it

idtdESt^d^^^^zz^S^iz^-^
4-4-

t-lw ^ S—UJ *3 B—1*J-/<V

pi2ff=^:

(*•)

75 rfr

£P fc=t=±=t
:p=P—3:

PP^» m 1*-*

w.. 1 **

9*i£
*=&&

-t-
&

*-* *=* :ta ££
rt
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(c) Poor.

9^
4£

i-t-,:
:g: •" -5)- *^

Efc l=F i Eg? *=F

H:P?—^-fb-*-^-

(<0

I .

iBEfciEztz

23

-r^#-^5>-

w^

r

3- 4- 5-
.

6.

I J i i. i ! I I J.J U-

£ «=^:
5-F*^F

££ a
-i^>-

E
*c

:tz^r
J2f^gqzJ±F^

*^=F

The skip to the diminished seventh in the bass at d, 2, is excused

by the smoothness of the other voices. At d, 2, the free ascent of

the third completes the chord. At d, 4, the crossing of the tenor by

the bass compels the change of position.

EXERCISES TO LESSON XXXV.

m -z*-

:=]: =tz=±
&) & n.

-r i
2.

se3
II2

-*—*—& #-^—+ &—t-

_(2 p. &.

1=f ^—
/:i

in^^ -F-

:F=?E?EF?:
±=*
-•-si-

II

^ 1

b\\
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LESSON XXXVI.

COMBINATION OF THE PRECEDING MODULATIONS.

The exercises of Lessons XXXIV and XXXV may be combined,

forming complete periods containing a modulation from a major key

to its supertonic and return, or from a minor key to its minor seventh

degree and return.

171.

*#=m

9%-i
& 1 G-

-&
^-g-hg~$i#=l

o
&—<s>-

£fc^

-& 1 3 ^2 ,5,.

=t=F
rC?-

Si3©—(9
"2?

1=4
-^\<5>—<<5>-

^#:
=t:

o
=1:

&

J

d:

t-
-|g-gg-

•s-
1

f±=
[I

The others may be combined in the same way.

Our modulating phrases may be made more artistic by the use of

the deceptive cadence (the triad of the submediant following the

dominant seventh chord), since the chord of the subdominant in the

final cadence may succeed the submediant as well as the tonic.

a : IxV, vi or vi IV If V I
7 4

x stands for the new key.

This formula, applied to some of the given modulations, gives

I to V. I to IV. I to VI.

'

A J J J I J ,j J \ 4 bJ J JT^jn"""! kt-kf

67:vi F:Y 1

R
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I to III.

I

I to II.

:4=pi
*=!=+
I ^:V 7 VI

II to I.

P d—

;

«T:VI

III to I.

-J—j

—

=F=F , i

=^== —i—*—:f=^=P—*

—

=j=
[l

C:V7 C:V7

By combining all the modulations already given, as temporary

transitions from key to key, an interesting harmonic fabric is formed,

which may be illustrated thus :

72.

4-4-
:^—^:

W^M -«—

&

-ft—g^-

u
s^—©-"-g-Sig-^s?^-^-1-^

Pt
-ft-gft-L^—ft-

t=t

d

*

=t*i
q=i

1

Write such passages through the following keys, ending with a

perfect cadence.

i.D-b~G-e-D-G-D.
2. a-d-F-BP- g - d - a.

3. Bb - F - g - D - g - F - Bb.

4. e-C-a-G-C-e.
5. F - g - Bb - El? - c - F - Bb - F.

6. f# - A - C# - E - g« - B - 4 - ftf.
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LESSON XXXVII.

THE SUPERTONIC SEVENTH IN MAJOR AND MINOR.

The chords of the seventh formed by adding a third to the upper

interval of the secondary triads of the scale are much more restricted

in their use than the primary discords, the dominant seventh and

ninth.

Of these the seventh chord upon the supertonic is the most impor-

tant in both major and minor, being often used to precede the domi-

nant or tonic triad in the complete cadence ; in fact, it is utilized in

practically the same manner as the supertonic triad (see Lesson X),

and, being a combination of the tones of the subdominant and super-

tonic, is of great effect in strengthening the cadence. The seventh

of the chord, which may appear in any voice, should be introduced :

First, as a connecting tone with the tonic :

173.

SEE*

^

&& mi-

p-

Second, as a descending passing tone between the second and

seventh degrees of the scale

:

174.

This principle applies to the other secondary seventh chords as well.

Rule. Sevenths of secondary chords should be introduced as

connecting or descending passing tones.

Note. This of course does not deprive the seventh of its right to enter from an-

other interval of the same chord.



HARMONY. II9

The supertonic seventh chord has two resolutions.

First, to the dominant chord, with or without the seventh

(see Table I), in which the seventh ( of the supertonic chord ) de-

scends one degree.

This resolution is perhaps the more frequent when the seventh enters as a passing

tone.

Second, to the tonic chord or one of its inversions, in which case

the seventh of the chord remains stationary. (See Table II.)

The resolutions are here given in every position.

TABLE I.

RESOLUTION TO THE DOMINANT.

U-)

7

4-J—LJ+J-J-oHr.

~
r r -«• -s- it s v * '

^z t=t
r e i *—

*

f
*—

^

i—*+' —

I

h-
*q=

:g=?t=p:
t=£

117 V V7 117 V V7

& :1:on

-&^-mrt
&r =t

J—hsf- >i

9± «—p—

•

^
^~&—4—*-

—*—#—19—P—

3=r
:*rii^i=>—*—#-^si-*—

r

-p—

I

l=p
^=f=jxg=*=lmm

116 V v2
5

I
(c.)

:U:or=t

:^-i- J|

-J L_J Jor

^-or-«rzH=dori;
•

—

p—F&i • »
S^ J ^

*>

-*—m-

&—*—*
-25- t=t
:^—

8

J=S P
I

I

I
"^- m m I ' I

Il4 V V7
3
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(d.)

:ior:i

I5j—jrt-

^
Vi

-c)—*—i-

LJ-.4
or. i-U

SI

pffl 4=t t=t -rS> P—•-

P- 3^:
II* V6 V7

«. The fifth of the dominant seventh chord is omitted; or it

might be connected in the bass, forming a VJ chord.

b. Perhaps the strongest of the three inversions.

The resolution to V* is much the better.

TABLE II.

RESOLUTION TO THE TONIC.

(a.)

I 114- 4—I—U.

-«- *~i-&

ElEfrEH9*=^=*
:f=f §
117 16 16

4

-9—

P

f=t
:g=fc=*

(*.)
rS1 -

P—

P

1 I I, 1 1 I

:^=F: gs *=*
-<&«-5 S3

!£{=*=*
s)—•—#-

gsfc=S
• f »n i 1

1

§F JE£

Il6 16 16
5 4

P- m
ic)

f» r«-

^=^=pc
t:

4—4-4
^=*
%-t

4—4—4
—i—i—i-

r=r
i^f=r l

*l £.

9*=E
t^-

-<9

I I

Jg—G|-

Il4 16 Ii

3 4
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n i

1 •
|

l

j I

l

( I j ^

—

d~E~ 4 l— 4—i

—

•

-^

—

—i

—

4 -—i- -

1

—

u i=? 2^— T
,-i

—

—»

—

- i—
p-
f

z^—

—i

—

si
—\- -—#-.

(
9^=—i— ,

—

—#—
-if

—

-<s>——p

—

i—i—h- -i

—

—h——i

—

—b rz^
—i

—

—

#

-u -

rflV

Ii2 i r - r
^Z"I— !

—

4"
«, 3. The resolution to the I6 with the third doubled is not to be

recommended.

c. Here the resolution to the I 6 is still weaker on account of the

skip in the bass.

d. The use of this position may well be deferred to a later period.

These positions and resolutions are the same in the minor mode.

EXERCISES TO LESSON XXXVII.

a. b.

175.

Ig—g: g z*g

<5L

•<^ 1

—

itei
_^_i_

^J2_
f5?

_

-©>—S^-

r IB

-P

rf—
15)-

-fsz-nsz—

©

p
•fg- -fg- *

I

-4.

-B>-
-(2—(2-

t=t
IV ii i

#. Seventh prepared from IV.

b. Seventh enters as a passing tone.

e. Seventh enters from another interval of the same chord.

tra=t :^=/e «H*#4 m -(52—

^

tzztr

II7 117 117

A -#-r#-P S ^iHeBt==t
—•-

uffiEE^ -•-•-
r-zs)

*9H»-*- •-P-
n

p—

b

#—

#

:M^ fczti 4=* i^fl
#-#-

Lea J rr l

^
[-f-
r flf l f
W 3i _<SL

gt^sgl&ll
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5.

l^t
iz±ztS=t=5=S==Um^ti&£=£ :t=t

6. Chorale.

3
-^ g<-

J=t-^ g»-
:fc=3

-e-h^ Z*

n ^ /CN ^\
i \J \) r^ ,- I I IA b k '

1
i (? _«? i-3 J |

j
i 1

1

ifTr
* A i i

25 , II
1 vsy ^ —<9

—

4=-4— U—t=-bh^d a d UsJ-JJ

Play Tables I and II, «, in every major and minor key.

LESSON XXXVIII.

INVERSIONS OF THE SUPERTONIC SEVENTH CHORD.

The inversions of the snpertonic seventh chord present no new
difficulties. The introduction and resolution of the intervals is the

same as in the fundamental position, and is alike in both major and

minor.

EXERCISES TO LESSON XXXVIII.

4-J- 4-4-&~<S-

-JVT-&
-&—& &—<»^—&

=t
:^^z^: <§—<s-

<9 &-+<9 1-

J—

4

3—

^

-z?—<sîB
93 :p=i: s1—g- eeSe

»s
II* "1 "1

1.

E! :t=EE:
116116

5

:p ifct * -•-#-

^t
-•-•-

FF Sll
'1 "I

2.

3fe* -• •- d=w=i-. ±=t= -•—

^

S3
I
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fefefl

H4f
f . Ll_&^3

[^zrnipmnfc^ui

6. Chorale.

Play Tables I and II, <$, c, d, in every major and minor key.

LESSON XXXIX.

SECONDARY SEVENTH CHORDS OF THE TONIC, MEDIANT,

SUBDOMINANT, AND SUBMEDIANT, IN MAJOR.

The chords of the seventh on the tonic, mediant, subdominant, and

submediant are practically dislocations ( suspensions and passing

chords ) of the other chords of the scale, and are treated as such. The

sevenths of the tonic and subdominant, being major, often resolve

upward when prepared by a connection with the preceding chord.

On the other hand the sevenths of the mediant and submediant, which

are minor, usually descend one degree. (See Table. ) The fifth of

these chords is often omitted, especially when they succeed one an-

other in sequences, which is not seldom the case. When the bass
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progresses by fourths and fifths, the third of one chord becomes the

seventh of the next, and the fifth is omitted in alternate chords.

176./

i -&y^=^&-
•E ^

§i;

ZEE
=±
^

^fiL

*-^-

IV

The following Table shows the common resolutions of these chords

in C major.

TABLE.

(«.) The I,

a—-1—J-

£*
t=t

^ lEgEfe

1

I

|
\ yX JJ l^ t=t=t=t

^=iO
—<©-

-^" i
9± *3=±

116

The in.

i
fc=4
*—

*

11
(2-

S^P
£2

(*0 The IV.

S=*
-•—•-

*=*oi_t
r—rt

±=t

i

-^-

ii
# -i-

-«-

>—&r

*—4

i^-1-

-s»—*"
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The vi

fc=t t=±#—

•

|zr,
TST -S, *

I '

-m + M
3i=3 -z?—

r

-^- m
a. The I resolves to either the I, 11, or IV.

b. The IV resolves to either the IV, V, 11, or vii°( in sequence

only) •

EXERCISES TO LESSON XXXIX.

-i+t-i#=ra3—St
U-J

.
1 , 1 4

fcjbg

—

a
«,—zs!—s!-

"^—sj Si

fcrt
:S-=gz±^. ^

z^—^-u^—s—L^—:g—Ls—:g— _§—.grj^ 1
V,, I IV„ viio

7 7 7 7

-iSi- -<S<- -<^-

P! 1
-s)—^" II

1

.

8=P: -z^—g<-
^_c^_2:_^zp§z=^zzz

<2-h2-

77 i 7 n7

2.

fe =1= —plus

—

s»je;

2=1=4^4
^—r-*-
-I
—U-JL^=t

-« ^> "^—2^ .£?

tZ
8 7 8 7 8 7 8 7 7 7

isi£S: J J |

-

* • J
ICZfiE

tg 1—K-
-I

• !-• * #
\=m=k

i—•:S
4.

4
prat P-f-nh-*-

F*
-=4-=l-

5.

* Mr Pftjifg
J

i^JJCTgPD^fTTOjn i
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6. Choral.

2=t=H
^ (22—\-p (Z |=P ^-+^ d—h^ . gj

I

=t

S :q:
=±

-3—£•—

f

2-

m E^t
nS* ^J- ^

^•^

a
Play in every key, also the given Table,

§g^=^p^gfeS^^B

LESSON XL.

SECONDARY SEVENTH CHORDS IN MINOR.

The remaining dissonant chords of our harmonic system, founded

upon the tonic, mediant, subdominant, and submediant of the minor

mode, require but little explanation.

The tonic seventh chord consists of a minor triad with a major

seventh.

The mediant seventh chord consists of an augmented triad with a

major seventh.

The subdominant seventh chord consists of a minor triad with a

minor seventh.

The submediant seventh chord consists of a major triad with a

major seventh.
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The major seventh of the tonic and the augmented fifth of the

mediant chord, being the leading tone of the scale, must ascend to the

tonic. (See Example 177, a.)

Note. In this connection it may be remarked that the seventh of the descending

melodic minor scale is often used in these chords instead of the leading tone, both

chords being indicated by 17, and III7. ( See Example 178, b, c.)

(a.)

77.

fc^:
J—

4

m (c.)

^—-I—
i^aztzsi: —& ©>-

-i—

r

^ 4=t
32 gS -1—

r

•g<—^- ^=4

i 7 1117 17 1117

The other seventh chords are used in the same manner as those of

the preceding lesson.

EXERCISES TO LESSON XL.

£Ef
<s>— I ,

J \ ^=vU=i
*

ilE -*—jg-
-<5>-

*t

ii fui^_j.
gfrN=N=j=?

VI7 IV6 V 7 IV7 VII* 1 1 1

7

II7 V7

|-SS=J-f
! 1

§i £ S ^>

17 IV7 VII^ VI 7 V 7

#=*A=± ±=±
iv 7

up
vi 7

^m^m.
117 vu2 V7 17

'^m 11

Compare Lesson LVI.
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*-•^m zj- *=t^ ea W=T
-**-

^=W

EHh2zu=tft=
t=?SL

-&—

t

m &—&
i

4,

EfeiE^fe
*fc£± *K fct=ta=gpgx^g=3^p|

*
t}*-

se

II

e •g—g>—g>-

:2zt =F=q
^ #~-

^

=*

epr»Ŝ <g- £ t: i

6 Choral.

i^ 3 .£2 £L

P=4:

-&—\-&-
S? H2 S>- z?—zy

b ^ /?\
i

r^
I Vi "

i r? r^ i
£5 ^ <3 1

1 i
! II/b k

i

S?
1 A II

fpN 1' v A 1 1 d & A A II
\ x>\) & I

|— r
1 - & & II

LESSON XLI.

INVERSIONS OF THE SECONDARY SEVENTH CHORDS
IN MAJOR AND MINOR.

The inversions of the secondary seventh chords, in both major and

minor, are introduced and resolved in the same manner as the funda-

mental positions, and like them are perhaps most useful in sequences

in which some interval of a chord becomes another interval of the
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next. The inversions of the diminished seventh chord are to be used

as in preceding lessons, in both major and minor.

EXERCISES TO LESSON XLI.

»<̂ 4:Sfc9—a

—

\-&-
-&—n

i i

U4-

-t-*- T--JP"

m
*=t=%---*- -*- rm wT

IV6 VII2 V7 vi2
^ *

1 . Figured Bass.

E£±J2:2zt

8 5 2 5 6 3
<S>-

6 5 6
6

6 5

1^1^ &-—p^-

StEEEf

5
3

7 7

^
(SL

II

2. 3

6

3
4

7 8 3g^ -^- #2 :fc (5^—

7 6 4$
5 4 2

6
7 5

65
4

6 3

2*3^=£ ?ee£ -(2 ,«?- <5<-

II

3. Melody given.

3EJ a—^-# :^=P:

:-^t_^p=tlB -(=2—#- ^— -g- i

^=W T-*—n-

t—

•

:•=*=#raem
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6. Chorale.

~0k &—&-
=t=t&—&- i=\:&—&- x=x-&—& 3=\

^—g-F^F i

LESSON XLII.

CHROMATIC PASSING TONES.

When the progression of any voice by one whole step is subdivided

into two half steps by the chromatic expansion or contraction of the

interval, tones are introduced which are foreign to the key- Such

tones may produce changes of mode, or even transient changes of

key ; but in most cases, being regarded as melodic rather than harmon-

ic, they do not affect the original relation of the chords to one another,

or to the key in which they are written. Thus the chord of the

diminished seventh, as used in the major mode, is the chromatic

contraction of a minor into a diminished seventh. The augmented

triad also belongs in the same category, being the expansion of a

major triad by means of an accidental. For this reason the augment-

ed triad was not included in the lesson on the secondary triads of

the minor scale. In fact, its use in any form, excepting that of a chro-

matic alteration, is comparatively rare. In this form it is altered from

any major triad, in both major and minor keys.

By the use of chromatic alterations, major triads become augmented

or minor, minor triads become major or diminished, and seventh

chords may have any of their intervals contracted or expanded with-
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out altering their original relation to the key. These alterations may
also take place in more than one voice at the same time, thus forming

chords identical with the fundamental harmonies of another key, and

still retain their relationship to the original tonality. Thus :

178.<^

za:

=1:

=32:
ife

:1=4=F^=mm\

m ^^iB^^^^I

67: I 116
5

The chord at a is of course the first inversion of the supertonic seventh of G major.

At b the third is chromatically raised, forming a chord equivalent to the dominant

seventh of the key of D. At c the root is also raised, forming the equivalent of the

diminished seventh in the key of B minor, yet the identity of the chord remains the

same as before the chromatic alterations took place. This principle remains the same

in the analysis of all chords formed by chromatic alteration.

All augmented and diminished intervals are discords requiring a

resolution, the general principle of which is as follows

:

The augmented tones of an interval ascend one diatonic semitone.

The diminished tones of an interval descend one diatonic semitone.

Augmented Fifth. Augmented Octave.

179. i -fi=i

Diminished Seventh. Augmented Sixth.

I ill ^

-&-
mg&^p$3sM*%

"&r

Intervals chromatically altered may not be doubled, as the resolution

of both voices at once would involve consecutive octaves.

Chromatic alterations are often written enharmonically, partly on

account of greater simplicity of notation, and partly in order to con-

form to the notation of the chromatic scale, in which the seventh de-

gree remains lowered and the fourth degree remains raised both in as-

cending and descendin

and lowered in descending-. Thus

the other degrees being raised in ascending

Instead of tead of

180.

It may also be observed that, in the harmonies formed by chromatic alteration,

there are many instances of incorrect notation in the works of the greatest masters.
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The following example illustrates the chromatic alteration of chords

without change of key. If the chromatic passing tones are omitted,

the progression from chord to chord remains the same.

i. 2. 3. 4. 5. 6. 7. 8. 9.

181. /

sHtet

i-M

-&-&&-

m
-&-

JJ2SL sUteUfiUJ.

1, 2, 4, 5. Fifth raised.

3. Chromatic scale written enharmonically.

6, 10. Seventh lowered.

7. Third raised.

8, 11, 12. Third lowered.

9. Fifth lowered.

13. Root raised.

EXERCISES TO LESSON XLII

1 . Figured bass given.

8 8 6 5
35 5 5b 5 3J 3

^
f̂r-2

-^-

76 6b 5
4& 5
3 3

8 ~ 6
2. 3 3$ 3 3fl 4

fê*fe

6 -6& 6 5
3 3b 4 -4 5 3b 8 7

-K II

3. Melody given.

^=T<&—
iffi

:=|:
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4.

BaEEEJJEt^EE^ 4 d*
13:

i=z£
gJ—

b

s>- s :p=fc
lT=t

-^— I—:£ t=fc=fc=td

LESSON XLIII.

MIXED CHORDS.

THE CHORDS OF THE AUGMENTED SIXTH.

The principle of chromatic alteration applied to certain intervals

results in the combination of tones not found in any one key. ( Such

intervals as diminished and augmented thirds and sixths, doubly

augmented and diminished fourths and fifths are thus formed.) Such

combinations are called mixed or altered chords, and to this class

belong the useful and interesting harmonies known as the augmented

sixth chords (in some text-books styled French, German, and

Italian sixths). Their distinguishing feature is the melodic con-

traction of the minor third into a diminished third, which being

inverted becomes an augmented sixth. This is effected either by

raising the lower tone or by lowering the upper tone of the original

third.

When formed from a major third the alteration takes place in both parts at once.

It is from this interval of an augmented sixth that these chords

derive their name. Although in the conventional usage of these

chords the lower tone of the augmented sixth lies in the bass, their
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use in the fundamental position, and in the inversions which bring

the augmented sixth between the inner voices, is by no means rare.

In fact, the works of modern masters contain numberless examples

of all these combinations. It may be remarked, however, that the

fundamental positions and inversions involving the diminished third

are more frequent in the form of tenths, by which their harshness is

somewhat neutralized.

These chords are formed, according to the principle of chromatic

alteration explained in the preceding lesson, from any chords which

contain a minor third or major sixth, provided that the alteration of

the interval consists of a whole step divided into two half steps. (See

Lesson XLII.) Certain chords, however, are more frequently used

than others for this purpose, and they may be classified as follows

:

The minor triad with the root raised,

(a.)

182. §5*
j—a

Efc II

The minor triad and minor seventh with the root raised,

(J.)

3^
-4-

Efc II

Diminished triad with the third lowered,

m ??y^
fe

Diminished seventh chord with the third lowered,

id.)

2izfc=a
i«E 1

I I

Diminished triad and minor seventh with the third raised,

(«0»
Efc 1

Dominant seventh chord with the fifth lowered,

j.C/0

:fez= ii
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Dominant seventh chord with the fifth raised,

^ ^=;
s?^

These chords are here given in their most familiar form (that of the

augmented sixth between the bass tone and the other voices), and

although they are formed in various keys in order to show their

derivation, it will be seen that their augmented interval in this instance

always lies between Ai? in the bass and F$ in the soprano. The

tendency of the interval of the augmented sixth is to resolve to a

perfect octave, both parts moving a semitone. In fact, when the

interval is formed by the alteration of both its tones, both tones

must of course resolve. If we omit all the accidentals we shall

find that these chords (excepting the last one) are formed from the

chords of the IV, IV7 , and n7 , in C major, to which key they may
all resolve ; and inasmuch as any or all of the intervals may be altered,

either singly or in combination, it follows that the relation of the chord

to a given key must depend upon the alteration.

This is clearly shown at g,y, the first chord of which is formed by

raising the third of the chord of the 117 in C minor ; the second by

lowering the fifth of the chord of the V7 in G major.

These chords will be here indicated by the Roman numerals, as in the preceding

lessons, with the signs + and o added to the figures for augmented and diminished

intervals.

83. &- See
,

a.-

&sr
%%--

. 7> T

etc.
_>2

::3-
II

G: V7 c:i& c:\V 1
(5b) (38) (1$)

THE AUGMENTED SIXTH CHORD.

The first inversion of triads with a diminished third, which invert

into augmented sixths, is formed in two ways, as seen in Example 182,

a and c.

First, by raising the root of a minor triad in a major key

•n84.

from either the chord of the supertonic or the submediant, but not of

the mediant, because the raised root of the latter would resolve out of

the key. In minor it may be formed either from the chord of the

subdominant or the tonic.
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Second, by lowering the third of a diminished triad

185. L??s?~

.O-

1
from either the chord of the leading tone of a majoi

"I 1—

or minor key, or

from that of the supertonic in minor. The latter form, however, is

not usual.

The fifth of the chord is doubled, either in unison or octaves, and

one of the fifths must be below the root. For this reason the chord

of the augmented sixth cannot well be used in the fundamental

position. In harmonizing melodies the position formed by lowering
g

the second degree of the scale is often used, instead of the dominant 4

chord. (See exercises.)

It is by no means to be understood that an altered chord is necessarily

preceded by its unaltered form, i. e. by the chord from which it is

derived. An altered chord may be preceded by any chord from which

a legitimate progression can be made, its relationship to a key being

established by its resolution.

86.

:¥: « 1

r 1=
1

EXERCISES TO LESSON XLIII.

I
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1 . Figured bass.

^r-&-

'±MEE

6 6f % 4$ 6 6$ 6&
2 4

e;

^i=&t=t
ri r

I
—<5>"

fc=6
T- 1

4$ 6 6$ 6$ 6 $7
5

2.

Iffca
a

3=d==l̂ -*=$w-
6 65 3 8

m <5>—

i
8 6 6$ 6 3

3. Melody

dZE^Eg=J^i :J 1:

:i—

r

s
t^=r

?=#F
r=*=f

t=4 =fc=tg ^ 1

4.

tf=l=t=fr=, * * #~Fffi
=?5

•—h*—

•

rrrr ^eeS*
*=j:
?=f eeSeeH

5.

g^fe*: % *t

§fe=^ d d n ^T^—1 i—n—i . — i IIrTOZ=2^ • • » • • • J -4—J A II« L# 9.
g

L^_ IJ

The sign + indicates where the augmented chord is to be introduced.
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These cadences are to be played in every key.

LESSON XLIV.

MIXED CHORDS. (Continued.)

THE AUGMENTED- SIX-FIVE CHORD.

If to the minor triad with raised root, or to the diminished triad on

the leading tone in minor with lowered third, explained in Lesson

XLIII, we now add another third, there results the altered seventh

chord, whose first inversion is known as the chord of the augmented

sixth and fifth. The first-mentioned form is found, of course, on the

intervals of the supertonic, mediant, and submediant in major, and on

the subdominant in minor. Of these chords the mediant is not avail-

able, from the fact that the augmented root resolves out of the key.

( See Lesson XLIII .)

The chords on the subdominant in minor (see Example 187, a) and of the super-

tonic in major (see Example 187, b ) are the most useful, on account of their direct

resolution, with a stationary seventh, to the tonic triad.

M
1

:J2t—'-a^^^ mm
c\ IV. (IS)

V

The second-mentioned form is simply

seventh with the third lowered,

chord of the diminished
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It will be remembered that the third of the viiy is not allowed to

descend when below the seventh, on account of the consecutive fifths

involved. If, then, this third be lowered, it must descend; therefore,

this chord cannot be used in the first inversion ( ~
+

), as the third would

descend in parallel fifths with the seventh (Example 187, c). It

may be noted, however, that these parallel fifths are often to be found

in masterworks, especially in those of Mozart. They are still more
often avoided when the third is below the seventh, by first resolving

the seventh a semitone downward,

,33.^-;
Vfc.

II

then the rest of the chord.

These same consecutive fifths are also formed when the augmented

I
chord, derived from the iv

?
in minor, resolves to the dominant triad,

1
189.\mm^iil

and these are likewise avoided by first resolving the seventh.

90. E§m̂ 5^ i
6+
4
3

This forms temporarily another form of augmented sixth chord
6+

( the chord of the augmented six-four-three or 4 ), which will be con-
3

sidered later. The following summary shows the augmented six-five

chord, with its possible derivations and resolutions in major and minor.

The form at 4 is less usual than the others.

1.

SUMMARY.

#£m-&&-%&-
r-f-

m .OL

2.

£P£^ th&
<>

C\ IV C:u.
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i?
I I

?-&-% 2T—

t

1 r
1:^~

C:vi.

S=£

9±
-g» && ^

«vn?o

The fundamental positions, as well as the second and third inversions,

of this chord are entirely practicable and are analyzed in Lesson

XLVIII.

EXERCISE TO LESSON XLIV.

Exercise including modulation.

:2=3:
i£^

^
-75*-

Pi£
-&-

<y J-

=^=e
C: I n6 n6+

5 5
Vl6+

5

S -<5f- ^=S
-<s»-

^=#
r

^ffl £-

-<5>-

-sh
^_ -6»

r=

0: 11 16
4

V
7 "

IV«+
5
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I

fcE
JSL JZ

m 1—& & m
-<5>-

m=fr
-1

—

-<9-

ivf+
5

CiV.

:u

The augmented
|j
chord is indicated by a + in the following exer

cises.

I.

2
>2-<*—\

(2- ^^¥--+U—is ^ _L

II

2.

3=£
_b_=Ef

i 1
-5>-

5WHE^EEE^SEEEa^iHS
n~l rSRg-ttj«f«-

fcot *£* tfct=±rr-pn r «^^^tSIB
^=W—W

t=t ElifE?
:p=^ :p=^

:t=f tzEtEEZzrftEEEtEEEZrjt=Q=1
5.

*=t^z2—d: z*- 3 -2^—^-
=F=H=F4-H

—

i 1stE :

s^
3^

-25)" =brf
-<©—3^-

Play in every major key.

1—1—

4

*=*5F*

-I 1 1 r-g +t V

«
rr I

• » ™ #

>

-<?

alH
-#- -&-

Bi—1 •

C: I 116+
5

1
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LESSON XLV.

MIXED CHORDS. (Continued.)

THE CHORD OF THE DOUBLY AUGMENTED FOURTH.

The enharmonic equivalent (or one of them) of the augmented
J

chord is formed by adding a major third, doubly augmented fourth,

and augmented sixth to a given bass tone.

" gjjte i

Thus the interval Ab-Djf corresponds enharmonically to the perfect

fifth AJ?-Et> of the augmented sixth chord explained in the previous

lesson. This chord is formed :

First, by lowering the fifth of a diminished seventh chord (see

Example 192, a)
;

Second, by lowering the fifth of a minor triad with minor seventh,

and raising the root and third at the same time. (Example 192, b.)

In this form (the most useful one) it resolves to the
J

tonic or domi-

nant chord, according to its derivation. Thus :

a. The second inversion of the diminished seventh in e minor,

with the fifth chromatically lowered.

b. The second inversion of the supertonic seventh of C major,

with the fifth lowered, root and third raised.

c. The same on the submediant of F major.
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The other minor seventh chords are not available for forming this

chord, from the fact that the altered intervals resolve out of the key.

In the following exercises the altered chord is often preceded, as

well as succeeded, by the
J
tonic chord.

EXERCISES TO LESSON XLV.

MODEL.

im —&-
TSr

miT-& M -&-

F:
"J

6+
4++

5°

16

=t
Jet

-??- ^75

%-

II

IJ

114
3 4++

3

v7

i
#=p=#k -•— m

f^rl r— i- f^=g =#=p=

-^- MpS d=rf

«Ff=^EE^_
~

-* • §•-* P i
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t%|E^=Mp-V—! V-
±3t--• 4

-
:« P *f» ftfctxp:

Jed

fe&^-^^-^^tjj^e^i^zxpzirzift
M—' *-

t*=* rt—N
*-•&*3t3t

53=d=^m
Augmented triad.

m^&
f—0- $3=t«t* ±=n

*3*
3E^SP

Add the inner parts.

L

M"g=p-=p6i=p=f:
t=f=:

mfg^ttk&£* ^=pi^^=r==^=ppz^=p-,—J-*+'F
fcT

«=

*lfefEE*EE&3
l==S=F±==U:

• ? 0- ?—0
v-\— tzt-^-d3trz=izd=f

bH-- >s ^-« •-

t=t
sHr^

I

^ymgegii •^ *-^=*=+ ripz^rzzqc
itzt si

t=t s^-P P
-4~r 1 1 i

ht=*

-*—*- |*EES^ 1=3
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LESSON XLVI.

MIXED CHORDS. (Continued.)

THE CHORD OF THE AUGMENTED SIX-FOUR-THREE.

The augmented six-four-three chord proper is erected upon any

given tone by adding a major third, augmented fourth, and aug-

mented sixth, and is derived from the second inversion of several

seventh chords, viz. :

I. From a dominant seventh chord by lowering the fifth (Example

193, a).

193.

U-)

-&&- i
^&

r r -&-

1

II. From a diminished triad with minor seventh by raising the

third (Example 193, b).

III. From a minor triad with a minor seventh by lowering the

fifth and raising the third at the same time (Example 193, c) .

U)

?=^-fo
V^ fcfe±e

-^b

-<2^-

-&-
I

The first form (a) belongs to both the major and minor modes.

The second form (&) is founded on the n 7 in minor, resolving to

the dominant triad or tonic
J
chord, and on the VII70 in major, resolv-

ing to the tonic or tonic
J
chord.

The third form (c) is founded on either the n7 , 1117, or vi 7 in ma-

jor, and resolves the seventh downward, while the root remains sta-

tionary.

The following model illustrates the use of this chord in its various

derivations. Every accidental in this example may be omitted with-
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out affecting any of the harmonic progressions, therefore the logical

conclusion is that these tones foreign to the original key are not modu-

lating tones, and do not in any way affect the original tonality, except-

ing as melodic passing tones.
a. b.

194.

2=g: *=

§±ft
:feJ:

42. L^2^2 «

V6 (5b)
4
3

"It
3

VI16+
4+

Note. The altered chord is indicated by 4+

Although this apparently contradicts the principle stated at the be-

ginning of our lessons in modulation (see Lesson XXV), that the domi-

nant seventh and diminished seventh chords are related to one tonality

only, the fact of their being formed by melodic alteration causes them

to lose something of their harmonic significance ; otherwise we must

recognize the chords at Example 194, 6, c, and d, as the dominant

sevenths of E, D, and A, with their fifths lowered, to none of which

keys do they resolve.

In the exercises to be harmonized the sign

is to be introduced.

indicates where the 4
3

6 +

EXERCISES TO LESSON XLVI.

1 . Unfigured bass.

d^tSt fe

84
3

-& --1—.1W= ±£ I
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+ 38 5 +
H_4 ,, -t-l-^-rSii£^^wli^^g^gsB

i^igg^^^g^^pgĝZZ=*I

4. With modulation.

m& •—*-

u
^=P^=q: =fc=i-i—i—i

—

9S± <2 5? fZ.

t=t~—

f

:£=t:
II

Change the positions in the melody freely.

1 . Melody given.

5l4p-riE%
&ffiEEF_EE3

2.

^—

EO^feF II

lsgigiE^E^glfe|^ggs[|
3.

** =
^_ ^ feE i==t

sJ— —<g • IS

i§^ S t=t
f ii- mP=¥=t Ii

?3^5rrSsBES
?--

:^3^g^^B

5. With modulation.

ugtftf'4 r f f—-y

*£ 3=t=ffc £=f3=+^Ef=g^3iE^efeEE3 3—

3

II
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LESSON XLVII.

MIXED CHORDS. (Continued.)

THE NEAPOLITAN SIXTH.

When the root of the supertonic triad in minor is chromatically

lowered in progressing toward the tonic, a major triad is formed,

popularly known as the Neapolitan sixth (indicated by N ).

195.

/$±- y^=^=^ -

-f* V 18 ti H
g)

bb g
—-g_:._i^_

Cfij, <? a W—

1 i

—s it i* n
V2-A *—H= H—Hi

N< N<

It is most commonly introduced as a chord of the sixth with the

third doubled, resojving to the tonic • or dominant chord, with or

without the seventh. Sometimes, also, the resolution is to a domi-

nant minor ninth chord, especially if the fifth of the chord lies in

the soprano voice, thus preparing the ninth.

Both the fundamental position with the root doubled (see Example

197, a) and the second inversion with the third doubled (see Example

197, b) are occasionally used, and all the positions of the chord may
be used in the major mode by the simultaneous lowering of the root

and fifth of the supertonic triad. (See Example 197, c.)

"\

(a.)

e :g=B

Sr

95& \<>

"&~

5L~
fes

=t
^>

N<
Not£. Such positions as a, b, are not really sixth chords.
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m iris:

N6 N6

Like all the altered chords previously explained, it is not in the

least indispensable that the Neapolitan sixth should be preceded by

its unaltered form. It may be preceded by any chord which pro-

gresses legitimately to the supertonic triad, giving the preference,

possibly, to those of the subdominant and tonic. Numberless exam-

ples of this chord in all its forms are found in the works of the mas-

ters since the time of Bach. Though somewhat stereotyped in effect,

it is expressive and often very useful in harmonizing certain chromatic

progressions, as for example :

198. etc.

N6
When it resolves directly to the dominant chord, the otherwise

awkward interval of a diminished third—

199.

is often written, if it does not occur in the inner voices. This is il-

lustrated at b in the following model

:

a. b. c.

200.

a. First inversion, third doubled.

b. Fundamental position, root doubled.

c. Second inversion, third doubled.
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EXERCISES TO LESSON XLVII

iW3
—&- :-A-=T-

Zl

& &-

F -(2 &-

=f= II

2.

fe=43=^
^:

g g) gi- t=t
-«—*-

--1—I—

I

-s> *—#

—

z^ =t-g—s>-

6 6
4tj

^ ^ & -P- &t=$ &->—a ^-
i

(3 chords.)
"#*- &-

sLa r [r—

&

-tt-

>

b
5
:SE! t^:

(3 chords.)

L£
6? fg

—

T^ 5<g h1

F=t i2

1EE3£=*=£ tt*I i*=T*=
F^Fff

5

u
(3 chords.)

'^" I

«=*-z r" r J ~ 1 yriI*=* -• W- P- 7 <?

If=t
N6+

4

fc

LESSON XLVIII.

ALTERED CHORDS WITH A DIMINISHED THIRD.

The chords of the seventh containing a diminished third, from

which the augmented sixth chords are derived by inversion, are freely
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used in the fundamental position, as well as in the inversions not al-

ready explained. As stated in Lesson 43, the triad with a dimin-

ished third and fifth is not practicable in the fundamental position,

as its fifth must be below the root. (See Lesson XLIII.) In the

second inversion, however,
(J)

it is occasionally utilized en passant.

t2

201. gg^Ep&& w -&-
sH=i

m.

u,
II

The chord with diminished third, fifth, and seventh is the enhar-

monic equivalent of the dominant seventh, and is therefore of

special value as a modulating chord, as will be more fully demon-

strated hereafter.

202.

,<«•)
1 L !

Kb.)
|

*-l
1

' ~2
CJ

ff^ £>
rv \J

& *f- ^1 *i ft 1^ &
(f Y-—i- <5> &

Lv^ & n
«_ F Bb-.Vi I ^ # : iv 6+

5
I

IJ

a is V7 of, and resolves to, Bt? : I.

b is iv|+ of, and resolves to, a : 1

.

Since the seventh of this chord is a perfect fifth above the third,

consecutive fifths result from a resolution to the dominant. (See

Table I, b, 3.)

Note. These particular fifths are not especially bad, being in the inner voices.

Such fifths are avoided by placing the third of the chord above the

seventh ( see Table I, a, 2, 3, 6, b, 4, 5, 6, etc.), in which case

it may resolve to either the tonic or dominant triad. Observe that

the interval of the diminished third or tenth invariably resolves to a

perfect unison or octave.

iv7 3 .
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I.

&
-»

—

2. 3.

I
*£

6.

*g=*ggjFg s;l

§^#g-

Prg""1|i

5^
Z?" SeI

IV

I.

4:

2. 3-

m -0—

•

#»-—f ^—#-»JpESJfcEg ;JS |:

^ Ci^MfE32
I^=»=ST

I
n

The chord with major third, diminished fifth, and minor seventh,

6+
whose second inversion is a chord of the 4+, resolves in all positions

and inversions to a tonic or dominant chord.

The positions in which the third lies below the fifth are very

harsh, but may be improved by transposing the third into a tenth

(see Table II, 5, all positions, also #, 1, 5, <:, 3, 4, 5). All the

other positions are entirely practicable and in common use by all

modern composers.

TABLE II.

ia.)

I. 2. 3. 4. 5. 6.

/ y Lp,—75

—

m-tr 75—«—tr #— 4—^-*-ur 1

(
fejg_J&.£ £^fe . ._:-* . _

i
jg-ii^iL^U

1 R: b ^ . h^5 #
h S

#
h * H

V ^ b h — — 1"
— — —

—

#i— —

—

#— — — —^-*—•—

Il7

00 3+

2. 4- 5-

gHM^tz^^^^t
zr s?-

-zr

5^*
*E
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\w-v-9:- I
&- -—&-

§
%—00-00[§y -0

In the harmonizing of melodies involving the tones of the melodic

minor scale, the raised sixth degree in ascending and lowered seventh

degree in descending are to be considered as melodic alterations.

The enharmonic form of the preceding chord, formed with a minor

third, doubly diminished fifth, and diminished seventh, is also useful

in modulating, as its resolution is invariably to the tonic triad of a

major key. As before, the diminished third resolves to the perfect

unison. The positions and inversions are as follows

:

TABLE III.

feg

§E§E

*
fe:

S=tl£E=S $ tez
&- -0- &- -0-

—9&-

jjf^i^ m-^-g!tfS>-

5^1

—#_
.a.—#_ JI2S m-

tL.

r.t:

-<s>- -#-

gi=^"i^=^^|g^^F=p^gZEiz^^q
62
5
3^

9±
6b

28

ifez
?#ffi=:=tp=:^:fi^=-

^ «

-w

sfe^ =faz: fcs:-^—

^

p—» :1

We have treated the subject of chromatic alterations and the chords
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derived from them thus specifically and exhaustively, because the

principle involved is one of the most important with which we have

to do. Innumerable other combinations may be formed in the same

way, in which the dominant seventh and ninth with the fifth raised is

of frequent occurrence.

^ 5 -*-
-3- i

The student is recommended to study out such combinations for

himself.

A knowledge of the preceding tables is indispensable for the

analysis of modern compositions.

204.

±3
fcg: a.

(2 &-
-&-

i

-&-
mtg-*-f-#r -*rf

<m22:
-&-

<9- m Qe
=g—g-

m

-j^-j:K=^B
<s>-

tf=F
-^2^2- ^ ^>

1

II

EXERCISES TO LESSON XLVIII.

1 . Soprano and bass given.

+ f &=?a j i r -<= • j +^F I J

¥
t=*: 1

9tP^ J-giZZjE H=2rt-N^^t=M 2*= •

—

,—*—(&-

2.

g§—

^

^^Ntfj^a^^lS^gfelgElil

^1^
^qa&-£g= #^: 11B
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3.

) t r IT I
-
=P=Z=t^ p::

-•-*-«:

S=fr9-#
fcat izrizzt iu i t*r jfl

4.

T^V^ 1 -f^F 1 —d— s —fc^s 4 —•— -A

+

—«

—

t Ujp—

1 1

—

b

1- -J

^

.

•-;
1

—

#

m^m±=¥

^ES^E^c

-&-*

II
¥&=*=$=* E^P f2-

5. Melody alone given.

tri=i
+ /T\

<g g^~"S 5*~S* =t=t
is*—g<-

ffi
-* 1

^
\ff-̂ ^ -P-^=z<p-

M=±E 3=tt± I

LESSON XLIX.

ENHARMONIC CHANGES.

It has been already shown (in Lesson XLV) that the dominant

seventh chord coincides enharmonically with the mixed chords 4++

and
|
+

.

Both of these altered chords, in their most natural relation (1V7 in

7 6
minor and 11+ 50 in major) resolve to the tonic 4 chord of the minor
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or major key one half Step below that of the corresponding domi-

nant seventh.

For example

205.

:fe
:fcg:

W= w
#£

^

2±
dast iz£

£>b: V 7 c: iv«+
5

:fe

^ 6+
C:ii4+-f

3

1

If now, all the tonic triads are connected with these altered chords,

,as they have already been connected with the corresponding dominant

sevenths, a new and complete series of modulations is formed. (See

Table). Thus with one chord and its enharmonic equivalent, modu-

lations are formed to any given key and to that of a semitone below.

i

P

TABLE.

w '-b&-

;|=§s=l*=W=£
xs*: *t=&

q: 3^5 S3
•—*

—

I
^—gg—^—

j

?^ *=£
C <:! or C

J_J I.

</or

£=*=

^a£SjJE££*E9i

z? <>t>or C £b

=*te S^NNi^s-1K

H
* or C c / or
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-J 1

jjg j
j M» ^^%^#^

j^fe^E^9!^
C /forC /^

fe^Hfe^^Ni^^^
SiEi *c

;t=p :f=F *=F
c .? ° r c .?* or

—J -I 1 +-,

—

,_4—I

—

I , .

j
.

„ I
-J --4-T ,

pEEjESt^ •fe-

^b C a or C

S2 • • *"

t=t

T*
J ! J | J jrzj
-M s <9 F3 « n*

5^:2f^rf|EEpEpEEffiEEjE3E
I

I i
• «-

:F=i-
-»—

h

zJhzzfc=3=

<£b or C £b C

1 ,1 I 1

b or

l^g^HzH*^

EfeJEfe :-F :

c -J«h C &> c or

Transpose this table into all keys.
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The diminished seventh chord, on account of its peculiar construc-

tion, is more subject to enharmonic treatment than any other chord.

If the twelve semitones of the chromatic scale be divided at any point

into four equal parts, the dividing tones form the intervals of a dimin-

ished seventh chord :

206. i: -l:

t
t

'

and since there are but three points where this can begin (without

reiteration), it follows that there are but three fundamental dimin-

ished seventh chords in sound. If we include^ minor, each one of

these has five enharmonic forms.

207.

resolves to

tr-
%bb&8&&i&b* <y

1

resolves to

Eat=h«^=^
/:VII970

b^-
4
2

5

^97-
FS^

f-bcfg-s—frgg'-s-
'--

resolves tok ,^>

abwil^Q

7*&-zr>

resolves to

4-
Si

^•vnjo £

resolves to

.felr--—^-
trJ

*: vn0
F -^- ga

The other two diminished seventh chords may be analyzed in the

same way.

Thus it is seen that every inversion of a diminished seventh chord
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is equivalent to another inversion or fundamental position of some

Other diminished seventh chord.

As all of these positions and inversions sound alike, the identity of

the chord can only be established by finding the leading tone upon

which the chord is founded (see Lesson XXII) and upon which

its legitimate resolution depends.

The diminished seventh chord in all its forms is much used as an

altered chord, and many irregular resolutions are thereby accounted

for.

208.

Another peculiarity is its capacity for progressing chromatically or

diatonically by parallel motion in all parts at once.

209.
3. n M

d&etc.-
H

~^m
By lowering any one of its intervals a chord is formed enharmon-

ically equivalent to the V7 , |
+

,
or 6+

4++

210.
5=*

#= % bg-
:i22^:

This of course is simply the resolution of a dominant minor ninth

to the root of a dominant seventh chord.

21 1.
H= %& W-
98 98 98 9 81

Note. The entire chromatic scale harmonized in diminished seventh chords is

so written that every fourth chord is in the same key, viz.:

2 12.

f-
r=%&ii£ 4

jffic=3fik=tpg V-#=#-
*te

d

^mm^^^t
g

~etc.



i6o HARMONY.

This is in order to conform to the notation of the chromatic scale, in which the

fourth degree is raised and the seventh degree lowered, both in ascending and de-

scending.

213.

LESSON L.

IRREGULAR RESOLUTIONS OF THE DOMINANT SEVENTH
CHORD.

Besides the regular resolution of the dominant seventh chord to the

tonic triad there are many irregular ones, which, however, are gov-

erned by one general principle of progression. The dominant sev-

enth may progress to any other chord :

First, with which it has tones in common ; or,

Second, if the parts move only one whole or half step.

Consecutive fifths and octaves, augmented intervals and false rela-

tions are of course to be avoided, as always. The seventh may remain

stationary or become enharmonically changed,

2 14.

or it may ascend diatonically when it is resolved in some other voice,

J MM
ma_£2_

tz:
:p i
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or chromatically as an altered interval. (In this case it is often an

enharmonic form of augmented sixth chord.)

216.

\

fS^EipI

It may also descend as in the regular resolution.

Thus we see that the dominant seventh chord may progress :

First, to any triad of its own key

;

217.

Possible, but not desirable.

-J—

.

^ -£2-

V 7

d>

lEES^I

-|S2-

V7 III

etc.

i^ s
—

1

l

~n 1 t~"J 1-£-~H

—
&

&

» 1 Z5<

etc.—
r— ?

9: H

etc.

f—r^~
—k-

1

—

H

II^ t= 1 -1 1 u -=t |_|_ -41
v7 IV v 7 VI V7 VII

Second, to any seventh chord of its own key

;

218.

J I

In sequence, etc.

-•51 Sh -S: J J-

=l=|

9±
V 117

-(2 £2-

V7 HI7

-g«g rJ J*
~j-

v 7 iv 7 V7 V17

etc.

11
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Third, to the tonic triad of any other key

;

219.

-X
\ <Si &—#?d— I—« ^

-&^&—\—&7i*rr}-

C±±—& i—
2==P=3tZ

42- -^-ft «
C: V 7 I OV7ZU

Better.

1 J
3=i2=gi:

^rS-

xa -e-
Hg-

±d:
-^—9<S-

«=6

^7-f
2—

^

3^:

-J J-
-^—t^-
g g<- ii

-<2- -(2

—

a—\—^—

>

i^

IXJ-U^-U
^b £b B*C D^

* Really an enharmonic form of 6+.
5

Fourth, to the dominant seventh chords of any other key;

I— -J 1 UA *-J*-

220.

9if_£2_ ^
C:V 7 C7:V4 £>:V4 ^ :V6

3 2 5 2 5 5

.-i

flitfj l-a< &J

I
:g--tfet!t?g=tg-&g: =g-g2fe

i;i

9i:
:P-%- b»

;is
^2=z2^: _f2 ,2- ja.

HI
7^:V4 <2?:V4 Z>l>:V4 ^4 b :V6 ^:V6 £b

:V* F:V*
3 3 2 5 5 2 3

Fifth, and to the diminished seventh chords of any other key

(a.) I- 2. 3.

)-J J J J—K—J 4_-J—

1

221

.y=feg=^
-g3 tf2 W- —

^

lf—12- *= ^ -fa-

it^
#
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r

.

tfHr -Ĵ

—

-4- .
1—is— 1^ - ^: -Hr 5=1 J

1

^—%- <a

—

fij
Z5f =w —fe^-

—1—^

—

1

—

& «%* i \j

ho

1

fetes

1

ry fp
pc? # 1 fO I r= (^ m^

1
—

I

- t-T t- 1—+=t £=t
db

fl g

It will be observed that these four series of dominant and dimin-

ished seventh connections are identical in sound, although the dimin-

ished seventh chords are derived from, and resolved to, every possible

key.

This table should be studied at the pianoforte with every dominant

seventh chord in all its complete positions, at first

:

Vertically: — 0, I; 6,1; c, I; d, I; etc., then

Horizontally:— a, 1, 2, 3; b, 1, 2, 3; etc.; until it is thoroughly

mastered in all keys. It is of great assistance in acquiring that facility

in modulation so indispensable to the pianist and organist.

Many of the consecutive dominant seventh chords may be contin-

ued in the form of sequences, even those not related in tonality.

(«.)

2.22.. etc.

Li f2. -fr-
iS>-
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^(6.) f 1

^~~>^

1

^"^

__ uJ 1

/ A a fl^
^ Km ^ &

1 ffh j
tf(i

i
n fH ® ^,

1 V- 7 » bo
-<$>-

1 Q» ^ 1 ^,
f m. 25
1 :/
V

I

The chords of the ninth and of the secondary seventh are also sub-

ject to irregular resolutions (sometimes called deceptive progressions),

which may be explained on the ground of affinity of key, or of

chromatic alteration.

LESSON LI.

MODULATION A MINOR SECOND UPWARD.

Returning now to the subject of modulation, we will consider the

changes of unrelated or distantly related keys. Of these the modula-

tions upward and downward a diatonic semitone (minor second) are

perhaps the most important, although somewhat abrupt. Like the

modulations already given, they are effected through the dominant

and diminished sevenths, and also through the augmented sixth

chords. (See Lesson XLIX.)

In modulating upward a minor second through the dominant sev-

enth, the root of the original tonic becomes the third of the modulat-

ing chord ; the third by being lowered a chromatic semitone becomes

the fifth of the modulating chord ; the fifth by being lowered a chro-

matic semitone becomes the seventh of the modulating chord.
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The modulating chord is to be used only in the fundamental posi-

tion for the present.

With the dominant seventh.

223. Z5»" P^-
te
'%
w sa=

fez:

:te*z

-i
—b<^-

3£
^ -^r

fe
>^>

-<s-

-_, I-

—I—

^

-<^- -b^
IST

:fc£g W
^

dte

M
H&L

In modulating upward a minor second through the diminished

seventh chord the connections are as follows :

The root of the original tonic becomes the root of the modulating

chord.

The third and fifth are chromatically lowered, and the seventh is

added to the chord.

The diminished seventh of the modulating chord in this case is

often written enharmonically, thereby apparently avoiding the aug-

mented second caused by the descent from the root of the original

tonic chord.

With the diminished seventh.

224.

^3
H*

m.
i =1=^

^
.is.

90-
.fefe

--§#- i

E5
-i?t>

:3:

-

Ip- W
ta: $K

^ fe

:te -M-i

ii

ii
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The inversions of the diminished seventh chord are not to be used

for the present. Both of these modulations may be continued indefi-

nitely in the form of sequences.

225.

§±ft
M-
£§£

etc.

-fee

r i

226.

§i#
Jfc 4—tdfe:

3E
f^f=&

h=±£=fys.
dstP-

fe^-

r

F£ v
K9- #^ F=F

II

etc.

l

After these modulations have been thoroughly learned in all keys

with the cadences, they may be reviewed in sequence form.

EXERCISES TO LESSON LI.

Cadence.

=fc y=±
& &F=**==M

.LA

II

II

=*
d:V 7

Cadence.
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Omit no necessary accidentals.

1 . Unfigured bass.
8

^-fems^mme^m^m^mms=fi
£>b:V 7

2. 5

afetr-ri r r
^f^^^t^^^^

^b:V 7
K

-9^ -tf- ^5- ^=i=^
*=*=*=*

-(2-

:t:
fe
±=J

fe^zEfe

^4b:V7 VI
:(=+" 11

4. Melody given.

%iE^f^^ig^^gga^psi

bj--5*—|-
i=? w==3 HES

-<S<— ^ife§^l

Um=,a m-
4

i
t

^ * d ?=+ *=W -& 0-

F==t=tt==f==

ur==F=hrf fe—

^

^=^t=d=t
|—HHp=fe=*=±4 I

i^^^^^^^ 3=^
*3?fc*E±tfc II

v 7 v7 v7
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LESSON LII.

MODULATION A MINOR SECOND DOWNWARD.

The modulation downward a diatonic semitone ( the reverse of the

preceding one), is effected through the dominant seventh, preferably

in its first or second inversion, as follows

:

The third of the original tonic becomes the seventh of the modu-

lating chord.

The fifth descends a semitone to the root of the modulating chord.

One root is raised chromatically, becoming the fifth of the modulat-

ing chord. The Other root descends a diminished third, to the third

of the modulating chord.

This awkward interval may be avoided by interposing a passing

tone. (See Ex. 227.)

227.

i#=i^£^§==l:

~
=3=tezd#z=t

9i
&- m

m

'=n-

II

HI
The second inversion of the dominant seventh chord ( *

) may be

used with equal advantage.

I J

228. P &Z- u
&
#Mf

±
ty^ty

^fe
#*
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*?&&
r

-U
:f=ltfi m 4=1

#* pEJ^feEEEfl

The modulation with the diminished seventh is somewhat smoother

than that with the dominant seventh, on account of the two connect-

ing: tones between the tonic and the modulating: chord.

The third and fifth of the original tonic become the fifth and sev-

enth of the diminished seventh chord. One root is raised chromatic-

ally, becoming the third of that chord, while the other root descends

a diminished third, becoming the root of the diminished seventh

chord. The passing tone may be interposed as before.

a. b. i c.

1-^ d-

229.

_',2_ #*

te bg_IkSter—A
¥- Jh

p- ¥

±f#*
*t

&
II

A
-o- tp:

& t=t
~-P=—

r

Consecutive fifths must be guarded against in the resolution of the

diminished seventh chord, when the third is below the seventh. (See

Lesson XX.) The descent of the third in Example 229, b and r, may
now be freelv used. This modulation, like the preceding one, may

be continued in the form of a sequence.

230.
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It may also be combined with the preceding, forming a modulation

upward or downward a diatonic semitone, and returning to the orig-

inal key.

231.

i^EEg

-=t

:fe:

><s-

fc*

« V-

i^H

or

232.

jSZ-

I

:#2=:

ul

If

-I-

-«•

1

ii^i
t—r~

Both the sequences given above, and Examples 231 and 232 are to

be transposed at the pianoforte into every major key.

EXERCISES TO LESSON Lll.

E:
=t =H

t
& « #—L.

Z2±

-&=E=p;
C:I

^

^

...

& r*f

1 . Melody given.

£:V|
Cadence.

1^ :#2: :|)5t 3

^ a
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fa:
fc=t=

HARMONY. I 7 I

hvp-tArft <=
1 R—1 ~~&-1 1

—

f-j .... , ^... r^
•

1
(dy g-4—p- —#-, • * *-«L- __^_ _*_

'1 -

3B
/* vn°

*t #£=$ ^— II

££ P

1*=^f=jejEapgasti^—^zftsapEi
4. ^_

Sequence.

' _r"
"""" —-v.

.P ,

^
-I 1 1 1

1
1/k 4 J ,, 1 UJ i_ ! ,1 u

# !• s *+ & V9 '• V<?—ff

—

\*' —4

—

Sequence.
/- s

=fi^=rf *=F=t
fcg -feg ^> J: -o

^^
~P 4 i~^=i i :g§§

=P3-- P«c a£±

S^^^j^g^^fpgj
n

x
-1 x

-
1 X

* The rests indicate where the melody is not to be accompanied.

LESSON LIII.

MODULATIONS OF AN AUGMENTED FOURTH OR A DIMIN-

ISHED FIFTH.

This, the most abrupt of all modulations, is easily effected through

the third inversion of the dominant seventh chord, with all the upper

voices progressing in contrary motion to the bass.
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233.

-<9-

?-r

i^==t
:5i :2^: ?^

:&
U4S5§EBjg—

I

£b:V4
2

—

r

*k ^—to-

ii
9±

^2

=&£=

£. not.

-^ MW
:te^ fe

<r. not.

dte. i

r 1

—

u

Even in this restricted form the fifth of the tonic triad must always

be below the root, otherwise parallel fifths result, as at Example 233,

a, b, c. The use of any inversion or fundamental position of the

dominant seventh chord involves parallel fifths, augmented seconds,

or still more undesirable false relations, as shown in Example 234.

(See note to Lesson XXV.)

234.
\

4-

ibaA"-gj—frugj-R* :to:

*£

-M
&**=$&i

Mi3^
ztet

b-h-

r
etc

is:

=4=
1

This modulation may also be made through the chord of the dimin-

ished seventh. Its harshness may be justified by the very slight

movement of the three upper voices, none of which progress more

than two half steps. As in the preceding lesson, the diminished sev-

enth of the modulating chord is often written enharmonically.

±^
:i-"

{ t»
=fczi2^zzF^

-to-

235.
r

-©>

^
$£BZ _J is

or

:fe:
?5l-

fe* 2~s:

(9b: vn°
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I
:\te£z

9*

bb-*-

-r
?

4*
f=
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pi

Since the intervals of an augmented fourth and diminished fifth are

enharmonically equivalent, it is evident that a modulation covering

these intervals has only to be transposed, with the tonic triads reversed,

to return to the original key. For example

:

C to Fjf = augmented fourth
;
F$ to B$ = augmented fourth,

B# = C ; or, C to Gb = diminished fifth, Gb to Dbb = diminished

fifth, Dbb = C.

This is shown in the following model.

236.

=t

w*
frj

&&:£EM £3=te
sdbzcsbd-t-b^^ fi^tfm pi

9« n^2:
t=t= T& &fe % :d:

Z>b:V4
2

* Î
67: V4

2

Since, then, the enharmonic octave is divided into two equal parts by

the intervals of an augmented fourth or diminished fifth, the follow-

ing series of modulations is sufficient to represent all the major keys,

i. C-F#(Gb)-C.

Db-G-Db.
D-Ab-D.
Eb-A-Eb.

E-Bb-E.

F-B-F.

These may be combined in turn with the modulations upward and

downward a semitone, viz :

C-F#-C-Db-G,etc. ; or,C-F#-C-B-F,etc. ; or,C-F#-G-Db-D, etc.

All these modulations should be carefully studied at the pianoforte.

LESSON LIV.

MODULATION IN GENERAL. KEY RELATION.

The modulations already given have not included changes of key

between different modes, excepting the immediate relations of a given

tonic. But since the modulating chords (the dominant and dimin-



74 HARMONY.

ished seventh) may be preceded by and resolved to both major and

minor tonics, the modulations already given are sufficient to cover all

changes of key. In the modulations between sharp and flat keys

many enharmonic changes occur, the diminished seventh chord being

often so changed for convenience' sake. As keys are related in pro-

portion to the number of tones in common between them, the differ-

ence in the number of accidentals in the signature of any two keys

exactly represents their difference in tonality.

Note. And also their tonal distance from the natural key— the flat keys being

equivalent to those with more than six sharps, and the sharp keys being equivalent to

those of more th^n six flats.

If, then, we consider the keys of G\> and Fjf major, and of Et> and

Djf minor, to be identical, wrhich is the case in the tempered scale, we
form a circle of keys leading in one direction from the natural key to

that of six sharps, and in the other direction from the natural key to

that of six flats.

237.

# AS!
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The outer circle represents the series of major keys, with their sig-

natures ; the inner one that of the minor.

Note. Keys which include more than seven sharps and flats cannot be indicated,

since there are no signatures for them, but such keys often occur in composition,

especially in modulations where enharmonic changes are undesirable.

238,

Starting from any point in the large circle, the next following key

to the right is that of a fifth above : (i. e. it stands in the relation of

a dominant) . The next following key to the left is that of the fifth

below: (i. e. subdominant). The three keys indicated by small

letters on the small circle are the parallel minors of the same, and the

six keys included in the dotted lines represent the key of C major with

what might be styled its nearest relatives. If the triangle be revolved

on the axis x, the keys included in the dotted lines will bear the same

mutual relations as those given above.

This diagram shows at a glance the mutual relationship of all keys

to one another. It is useful in many ways for oral work in modula-

tion, of which the following is recommended

:

239,

To C Major and Minor.
C

I. Modulate from every key

to C major and minor.

Then into all other major and minor

keys in the same way.
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240.

From C Major and Minor.
C

G

II. Modulate from C major to

every major and minor key.

Then from all other major and minor

keys in the same way.

III. Combine the preceding, forming a modulation from C major

to andfrom every other major and minor key.

Thenfrom all other keys in the same way.

241.

IV. Modulate by a sequence

of fifths through all the major keys

(C, G, D, A, etc.).

Modulate by a sequence of

fourths through all major keys

(C, F, Bb, El?, etc.).

Then through all minor keys.

V. Modulate by sequences of

major seconds in both directions,

and in two series :

C, D, E, Ffl, etc., C, Bb, Ab,

Gb, etc., and G, A, B, etc., G,

F, Eb, etc.

The same through the minor keys.
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243.

VI. Modulate by sequences of

minor thirds in both directions,

and in three series

:

C, Eb, Gb, A, C. \ and in the

Di?, E, G, Bb, Db. \ reverse di-

D, F, Ab, B, D. ) rection.

The same through the minor keys.

VII. Modulate by sequences

of major thirds in both directions,

and in four series :

C, E, Ab, C.

Db, F, A, Db.

D, Gb, Bb, D.

Eb, G, B, Eb.

The modulation by sequences of semi-

tones is given in Lessons LI and LII.

MODULATION BY TONIC CHORDS.

Although an exhaustive system of modulation by the connection of

dominant and diminished seventh chords is here completed, our stud-

ies are by no means finished. Practically, any chords may be utilized

to effect a change of key. The secondary triads (as well as their

seventh chords), being neutral or ambiguous in tonality (i. e. belong-

ing to more than one key) , are identified as real tonics by the keys

into which they lead. For example :

~'

I 1 I I I

245.
-&-

t£ *§O

C:l d: I

Not C:n
177

<Y:ii7

V 7
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(*.)

±

C: I e\ 1

not C: in

*

i§
1°

in

IV

VI

V-7
^.V-7

1
=f=z

VI
VI

This shows that tonic triads may succeed one another and form a

permanent modulation, if succeeded by a complete cadence. The
following table shows how this applies to all successions of major

tonics, on account of their mutual relationship to the same key. (See

Lesson XXV.)

TABLE.

6.

J L-J—4.^Mmm^^^^M
$E Erf-&—9&

Ft C Do ~G~
\tetm
Ab

m
C By C Bb C F

EXPLANATION.

i, C major I and V; 2, G major IV and V; 3, Parallel and

tonic major of a minor; 4, Parallel major and dominant of a

minor; 5, e minor VI and V; 6, N 6 and V of b minor (see note)

;

7, V and VI of f minor; 8, Dominant and parallel major of f
minor; 9, Tonic and parallel major of c minor; 10, F major V and

IV ; 1 1, F major V and I.
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Note. The corresponding succession of C and F$ at No. 6 occurs whenever the

Neapolitan sixth is followed by a dominant chord. The derivation of the Neapol-

tan sixth in this case is as follows :

246.

and its continuation as a permanent modulation through the major subdominant is as

follows :

247.

9
C:\

£ m

£:N<

Z?" %

#£
^$:iv

II*
-&- m$
V7

CIRCLES OF KEYS.

The entire series of circles of keys shown in diagrams 239 to 244

should now be studied as tonic successions.

The circles of the fifth and fourth are shown at Example 241.

The circles of major thirds are shown at Example 244.

The circles of minor thirds are shown at Example 243.

Note. A key may be established by a cadence at any of the points on these

circles, forming a permanent modulation.

Finally, it is not the case that all modulations must take place by

the most direct means. In practical composition keys are finally

changed by modulations through other keys, thus avoiding both

abruptness and monotony- The shortest road between the two keys

is not always the best from an artistic point of view ; but one who

knows the shortest road will surely know the longest. A general

principle for modulating to a given key through other keys is as fol-

lows:

Choose connecting keys which tend in the direction of the new

key to be established, by adding sharps or Jtats to the signature.
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In this connection the following table may be found useful.

TABLE.

I to V adds one sharp to (or removes one flat from) the signature.

I to IV adds one flat to (or removes one sharp from) the signature.

I up a minor third adds three flats to (or removes three sharps

from) the signature.

I down a minor third adds three sharps to (or removes three flats

from) the signature.

I up a major third adds four sharps to (or removes four flats from)

the signature.

I down a major third adds four flats to (or removes four sharps

from) the signature.

This is illustrated by diagrams 230 to 244.

Play this table, beginning on each major tonic triad successively,

and succeed the second triad with a complete cadence.

LESSON LV.

THE NON-HARMONIC TONES.

Since the tones of a chord are called harmonic tones, the non-har-

monic tones may be defined as tones combined with a harmony to

which they do not belong. A chord being a combination of tones de-

rived from thirds ( see Lesson I ) , its non-harmonic tones are those

which lie between or adjacent to those of the chord. ( Harmonic

tones.)

The non-harmonic tones are divided into several classes, according

to the relation which they bear to the harmonic tones, viz : the sus-

pension, the anticipation, the appoggiatura, the passing tone, the

embellishment, the changing tone, and the pedal or organ point.

SUSPENSIONS.

A suspension is a temporary dislocation of any interval or intervals

of a chord. It is caused by delaying the diatonic downward or up-
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ward progression of any voice during a change of chords, forming a

suspended tone foreign to the harmony.

248.

Thus, the tone C ( i ), the root of the triad of C, is delayed in its

progression to b
( 3 ), the third of the dominant seventh, by being

suspended ( at 2 ) in the tenor voice while the rest of the harmony
changes, thus dislocating temporarily the third of the dominant

seventh chord. The three tones in question are named the prepara-

tion ( 1 ) , the suspension ( 2 ) , and the resolution
( 3 )

.

Any interval may be suspended in any voice, provided that it event-

ually progresses diatonically.

Strictly speaking the seventh of the dominant chord cannot be sus-

pended, for the reason that it simply adds another third to an exist-

ing triad. But in combination with other suspended intervals it

has the effect of a true suspension.

(a.)
,

(6.) ,

249.

î & d:

II

ate m
At a the progression of the soprano adds a seventh to the dominant

chord, while

At b the seventh and fifth of the dominant seventh are practically

suspended, even though the mediant triad is temporarily formed.

The preparation, in strict writing, is not allowed to be shorter ( in time value

)

than the suspension, but as this is purely a question of rhythm, it is not necessary to

observe the rule here, excepting when the preparation and suspension are tied.

The suspension occurs on the accented beat, although not necessa-

rily on the strongest accent. On the other hand, the resolution is al-

ways unaccented.
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Since the suspension of any interval which is doubled must inevita-

bly form a dissonant seventh or ninth, and since a ninth must never

lie less than nine degrees above a root (see Lesson XIX), the follow-

ing rules must be observed :

Rule i. The resolution of a suspension may be doubled simul-

taneously with the suspension itself if it is a ninth below the

suspension, but the suspension and resolution must not appear

simultaneously in the sa?ne octave.

250.

-73-

Not good.

-<&-

&
-&- '?*^>- 1

gfcg

It is even better to avoid the doubling of suspended intervals

whenever possible, by the use of other positions and inversions, and

for the reason that the leading tone is seldom doubled,—
Rule 2. The leading tone is ?iot suspended when already pres-

ent i?i some other voice.

Not.

25 1.

-sK

Good.

—\-
-&r

X-

I

*=§ G> iH 1

Rule 3. The resolution of a suspension in the bass must not be

doubled in an upper voice.

2.32.

43L =s I

The suspension may or may not be connected by a tie.
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EXERCISES TO LESSON LV.

*3

a ,—J^
a.

s 1

r*d h
b.

r-J —iqrJ hi-I—

r

c.

s
1 4-^

/ 7MM— — —&—-&— s^-^
-J

^~ 2* ^~ f»3
I fm o ^ 1

z? r£?
1 VJJ 2 c^j

1 *s ^> 1_ <5 » ^

^ g- -/£>-

I t-v • n o ^^ Cs £?
f *-!. Z „^.,

1 S i) <? & &V £
1—

«

-

i ±=d=t
^^?-

><5>—h<»-

J^4-
zfcz^r -J&-Y&—

2

d.

iHI

^
II

a. Fifth suspended.

3. Root suspended.

c. Third suspended.

cf. Seventh doubled temporarily.

j^^^P^^aa^mfrf^^ ef

3. With modulation

&fc i=li gi—

g

- ^=p:
t=t

:^=4=p:
r=t :S3U-r-^-r-

SSEEEi"BE2 I*
fe32

:t=F
E5E« fe£

;
H-^-% -<?—^—»—^- :=t=H:

•—

*

ii
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5. Suspensions in the bass.

He q=^=:f=£=:-j l-H j

f

—
t=^-7g- ]U-#—k-1

6.
:sr

:E)i;
-fffi

—

#.

?=EE=E iEES
!•-

i—4—»^m r <* \
=£* .jSZ ^_ #̂

P=±P # t=f

^-E^g^
llte £ pEEEE^#=H

fc=t
=#f--

=t=P9 £̂=*=* « f=t tzt^zl*&-

LESSON LVI.

SUSPENSIONS. (Continued.)

Suspensions may occur in more than one voice at the same time

(double and triple suspensions). Such suspensions often form

combinations of intervals identical with the secondary triads and

chords of the seventh, especially when they resolve into one another.

(See Example, and compare Lesson XL.)
a. b. c. d.

i
253.

tr-x r~r &* II

etc.

9* E
:t— iifi

Thus the above example is analyzed as ( a ) V2, ( b ) IV2, ( c ) 1112,

( d) n2 , with each third and root suspended, instead of ( a ) n| V2 ,

(5) Ij> IV2, etc. (See Lesson XL.) Such instances are very common
in sequences.
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In the treatment of suspensions in the inner voices it is somewhat
more difficult to avoid the combination of suspension and resolution

in the same octave. For this reason the given exercises are principally

in close position. Rule 1 must be strictly adhered to.

In working out the following exercises first harmonize the bass

without suspensions in the upper voices. Then alter the diatonic

downward progression into prepared suspensions with their

resolutions.

EXERCISES TO LESSON LVI.

I :i=flHE|

m&
\

o-
r f r

VpiU r-±

fe :#tz

t=t=t
*=*p=^?

&-

£? m &&=&

a. Root and third suspended.

-&-

P=eee
J*S

t
&-% H

—

|1

1. 3

ggfBEjE
#=

1=P
•(2=5:S£ 1

2.

^=p:
:f=Et=f::

P=P 1^1
IK

=±

gibtt=±j: I
-g? ,

ff
, g>-

^
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4. 8 3

^i: &—=t S 3-tiS=

3 5m (2 &—}_fg g

—

——_^

£3 ^ 1
5. Soprano given.

^F-
-<Z2—rP> &.

t=a
-p—

i 1 1
-^p *= ^^

:^_p. ^ 1?

—

ff g ggggg d g—62—g=-^
*£=±

--9 H*

3=x
i

-<g ^ &J - r~^—

r

-& &-

LESSON LVII.

THE INVERTED SUSPENSION. (Retardation.)

The suspension resolving upward is called retardation or inverted

suspension.

It is of less frequent occurrence than the regular suspension, and is

most commonly found on the third or seventh degrees of the major

scale, and on the second and fifth of the minor. It may, however,

be formed on any degree of the scale, provided that the tone to which

it progresses is not present at the same time in some other voice and

in the same octave.

a. b. c.

2.54-

I
V- =j:

±fe =E
-s*

I G2-
tS>- \s-

9± m ~5?i

$

a. Retardation of the third.

b. Retardation of the root.

c. Retardation of the fifth.
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Here again many combinations are formed, identical with the

secondary seventh chords, as in the case of the regular suspensions.

( See Lesson LVI and XL.)

The upward and downward suspensions are very often combined,

forming three parts of a legitimate chord with its regular resolution.

Such cases are practically the anticipation in the bass of the har-

mony to which the suspension resolves, thus :

b.

255.

a. Root retarded, third suspended.

b. Root, third, and fifth suspended.

Or practically, the roots of the C major and A minor triads are

anticipated in the bass. (See Lesson LVIII.)

EXERCISES TO LESSON LVI I.

$mes;

s J=J:
& &

-&- =£ HI
-«- -&-^
:^_-

a. Third suspended and retarded, fifth suspended.

b. Seventh retarded.

c. Third retarded.

d. Third retarded, fifth and third suspended.

e. Root retarded and suspended.

f. Root retarded, third suspended.
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-&- -& (2- -&—&-

2
i

ij—p+f 1

~ t=^=t
^:V 7 C7:V

F=P=!= gp(2-^2. £?—(-g f
?

| g pgj <S>

i

r
i

r f^f F̂^e- G> V-& s=cs
C:I

&:

§
S-n _^

1
—ytA— i 1 i J

—

I h I

:F-hr'—

I

=n f J 1
i_ ±^—?t 1 ^-^ ***=-"

W= 0-f-p-¥=i=nf=f«=f &-T-fe^fegga^

i=± *=.-£—*—*.

•—h# (2 # _

f=t E^EEEtt
P==F—#'—

*

II

4.

3: -(2- 3g—s>—#

—

l
—f—Ff

—

gE'igt=t t=F=tt=

^—•+•
=F=F

-*-s

cr

^^^^p^g^^p
ifliilll

jszzd IV^- # wh • • * :• *
ft i

LESSON LVIII.

THE APPOGGIATURA AND ANTICIPATION.

A suspe-nsion which enters freely, i. e. without being prepared in

the preceding chord, is called an appoggiatura. It is resolved down-
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ward or upward one degree, like the prepared suspension, but in the

latter case commonly progresses only one half step.

256.

=t

§=fe=3ii
-& 4=

III

9±
f EE

The appoggiatura may be approached by a skip (if not unmelodic)

from any tone of the preceding chord, but notfrom another non-har-

monic tone. The only exception is when it moves upward or down-

ward by a third to another appoggiatura of the same harmonic tone.

257.

=£ m
*r

Effl

^ -(Z-J--

The appoggiatura may appear in any voice, but is somewhat more

easily assimilated by the ear when it lies in the upper voice. It may
also occur in two or more voices at the same time ( double and

triple appoggiatura)

.

258.

Such combinations may often be analyzed, however, as altered

chords.
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ANTICIPATION

An anticipation is an unaccented tone which moves to its position

in a chord in advance of the other voices. It is thus the literal re-

verse of the suspension, becoming a non-harmonic tone by advancing

a progression, whereas the suspension becomes non-harmonic by

delaying one.

delayed, advanced.

$ , ,i 1 . J J I ' ^'- ^

259.

mnTT.&& 42- mens
mn&

— -& \—~-

iRfHH'? m
Like the appoggiatura the anticipation may appear in two or more

voices at once. (See Example 260, a, b.) In fact, an entire chord

may appear in advance of the beat to which it naturally belongs, form-

ing anticipations in all the voices. ( See Example 260, c.)

a. b. c.

\

260.

*Ti

<Sh —m— :§£=!

&t -si-
#=

-=M»-
ra=

The anticipation is not always repeated or tied over as a harmonic

tone, but may progress to another tone of the same chord. This is

called irregular anticipation.

261

gBBT
3_i—fl j A

, SJ-4—

1

i*=£
*-frfcT

SeSIH
P Ifc

llSi PB

These are sometimes called changing tones, or Fux' changing tones,

being a license in strict counterpoint allowed by that authority.
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EXERCISES TO LESSON LVIII.

191

a. b. a. b.

1 J
1

i

N
1 1

a. a. a. b.

ifc=l ^^^phh^~M ^:H "*
: -

I

'

!
- 11

9f4 ^5 z? r* * —S—^ H
L_^ L_~ 1

a. V-^-\\

a. .Appoggiatura.

b. Anticipation.

1.

*—
* i 3

s -#—

•

r r s J=^=zi
*ft*

J~

JSBE^gggElEE*a •

—

f--i

:^=^ ¥
!=S

•—<&-
:f=£ S-#-

|tt3=i
#—•- *

^s^iii f—*—•- f^-fW^^
*Fffinc'Jr^r iu^m?-#-*-..; *-»-*-a-»-

~~
| FlaSBa

f^^^^nlM *=^?=^T-I 1—

I

F-F-l
III

i
£^gfefe^* gS=gE^F3=tt=î$±fe

^—

—

I i— #
1 «—«

—

#_L^L^ U

Note: The anticipation is commonly shorter in time value than the tone which

succeeds it.



102 HARMONY.

LESSON LIX.

THE DELAYED RESOLUTION OF THE SUSPENSION,

The resolution of the suspension and appoggiatura, whether down-

ward or upward, is often delayed by the interpolation of other tones

belonging to the chord, or forming an embellishment of the resolving

tone. When the suspension comes on the first beat of the measure,

the resolution may be delayed until the third or fourth beat, or even

longer, by devices like the following.

262.

y—&-

b.

m
at 4

3:

•—#-

~J21

J:

d,

_L_J

-&-

êtc.

—TStW$
a. Fifth of the chord interposed.

b. Ornamental or embellished resolution.

c. Ornamental or embellished resolution delayed until the fourth

beat.

d. Ornamental or embellished resolution delayed until the first

beat of the succeeding measure.

The suspension or suspended chord is occasionally extended during

a change of harmony (see Example 263, a
%
6) 1

(a.) (b.) (c.)

,_J_ I ..I .. I I u l^l

263.
•- ^- -i

tzat
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or exchanged in position with some other voice (see Example 263,

c ) ; and the harmony may be changed at the resolution of the sus-

pension by the chromatic alteration of existing intervals, or by the

addition of sevenths to the chord, or by any other legitimate means,

which do not interfere with the original resolution of the suspension.

264.

* -f^- i
... 1—1-

*=#

1—

t

m V
E>-

Here again the sequences of secondary seventh chords, (see

Lesson XXXIX) are of frequent occurrence. (See Example 264, b.)

EXERCISES TO LESSON LIX.

§3EE£

-a-— rr r-v-i r~ri—-
i . ;

—

,

Sf-r g

9^F *£
:

I,'

W- P^

o 1

i
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In harmonizing basses, add the suspensions after fhe fundamental

harmony has been selected.

1 . Bass given.

3

6~V , ,

& & 1 1

)'(* o 11S \ i & ** ^ II
1 II

2. Suspensions in all parts.

3 , ^

-a^-^A-Xm^mm&^m^^m
3. 3

iLip
-£2-1-

t=Jt =t
j=^-h^^±^j l ^^-^—hztjag

«=t

4. 8 3

m=t4 F==F
(2- If H 1 1-

i

&±c±=fcPOf-4 ^-F*-*-a-^-F> j ^^Fa-4^-^-^-J-^-;i-3
d: si

6. Soprano given.m &: -P—m-g-&~-

l5=m=
7.

¥3 ^2-

±E
sz=pp=ii=^:

J=S3= -z?—t#hj-Mrzt:-*—^-« 1
8.

JBE :p=^: fad-rrwf=E^: ft 1

1
1—

i

1—

I

1—I

—

—a-*
<S> !-•

—

JU I g) Y~d f—f-—F-1=*=F

*—•—

*

I * i *> J
fc=t 3^=*eS5^e*

5=3 t=pfl i^Wr^«B5fctatt*
io.

i
tc=j:

iaj^ f2^_#-

-fg r p hg—fg

t=t
-&—•-*- a—mn
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LESSON LX.

THE PASSING TONE AND EMBELLISHMENT.

The chromatic alterations referred to in Lesson XLII have been

characterized as melodic passing tones, and to this class belong also

the successive tones of the diatonic scale which occur between the in-

tervals of a chord. Thus :

265. i

The passing tone, which, instead of proceeding to the next har-

monic tone above or below, returns to the same one, is called the

embellishment.

266.

etc.

Many ornamental figures and melodic embellishments such as the

turn, the mordent, and the trill, have their origin in such nonhar-

monic tones.

The passing tone and embellishment may occur in any part and

between any intervals of a chord, but like the appoggiatura the

ascending embellishment is more often by a semitone. (See Exam-
ple 266.)

Consecutive perfect fifths, formed by the combination of a passing

tone with a harmonic tone, are universally condemned in text-books

but nevertheless written with impunity by all masters. Such fifths

are often of strikingly beautiful effect. Such examples, however,
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should be regarded as the exceptions which prove the rule, rather

than the rule itself. Thus :

Mendelssohn.

267.

I

mm d: n- ng
tJ

-•- f

-•—

*

^ n̂

/

Handel. Bach.

n J

.

-1—1-

0-
1 J

M. ==- #-_ |\
' '

J 1 H—

n

(

/f ... • •

«))8 1-
. . »^ m-\

!-• 4 - # S—1-^ • # =aH
^ • * r r '

L !

*——
' 1—

1

&
1 C^v • fi » —"" ^ * i r * 11
I -J* ii P **

1 1 11
V ^-«-r- 4> 1

—

-4J U
J

=-*—

y

Intervals of a second between a harmonic and a passing tone should

not be followed by a unison in the same voices, viz. :

268.
&-'

-<5>—P--
&-

I T-?-
1-

and this is easily avoided by changing the direction of the voice

containing the passing tones.

269.
J-

tr pppf ffTf
EXERCISES TO LESSON LX.

Harmonize the given basses with either diatonic or chromatic pass-

ing tones (half notes) in each voice in turn (three exercises to

each bass ) , thus :

(a.) In soprano.

n .
,

\j 1

1

1

S\ ^ " ' ^ 1
\(\\ <^

"*' O »~\ eJ <-*'

r- 1

f? & h s 1

xJ & -&- CJ

etc.

(T\ • ^-, 1H. ^^,
|J n 1
1



HARMONY. 197

(c.) In tenor.

(6.) In alto.

f]y C>A f^"5 & a ^ ^ 1

f(T\ t f* - -to r? 1
^ ...

VM; — 1
1

&
fi 1 I

^
ij '

G
1

TT|

j
|

etc.

r\>k )• ^-,y & Z5 —

1

^

—«»-

-«^- **=f^>

I

1 . Bass given.

9^ fel

zBizl2z:2—

-

1

In harmonizing basses in triple rhythm two notes in each measure

may be harmonic ; suspensions and retardations, prepared and un-

prepared, may be freely introduced ; the third of the chord may be

temporarily omitted, and the seventh doubled on an unaccented beat.

Harmonize given basses, with three half notes in each measure, in

each voice in turn (three exercises to each bass).

9i:8:
=2:

<,
75- II

** "3?—

II

LESSON LXI.

ACCENTED AND DOUBLE PASSING TONES.

The accented passing tone does not differ from unprepared suspen-

sion except by being preceded by the nearest adjacent tone above or
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below. The following example shows the difference in effect of ac-

cented and unaccented passing tones with the same harmony.

270.

?=•

t=f i
t^i^r
&t

<-»F=^W
is;

m
m

x Unaccented passing tones.

o Accented passing tones.

* Anticipation.

Accented passing tones may occur in any voice but are somewhat

less discordant when in the outer voices. They are often combined

with other dislocations of intervals (suspensions, etc.) in same har-

mony.

27 1.

B I

U 1

9*
-J.-

etc.

-<s>-

Both accented and unaccented passing tones may be written in two

voices at once. Such double passing tones usually move in parallel

sixth and thirds or by contrary motion.

Continue the following exercises, with quarter notes in each voice,

in turn utilizing accented and unaccented passingtones and suspensions

as before.

Write each exercise three times.

/ o
K

l

-1 J 1 1 1 1 1

Continue soprano (with harmony).

V J • m Jill 1

i
1

1 f\
11 <s? 1

1

etc.

I C\' & & & 1

f zj. a 1
I & 1\

1 L & 1

* Accented passing tone in the bass combined with suspension in the alto.
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Continue alto (with harmony).

99

ar=FP?
I

I I
I

P—

•

P^i

i

' r r

:??: I^^^B

"75^

&=*:

b| — .— -S- Continue tenor (with harmony)^ ^ 1

i
4-. Soprano given.

-£?-

II£K-s-

Continue bass (with harmony).

ia_=*3Ei t=B

LESSON LXII.

OBLIGATO MELODY.

In the preceding lesson the notes of the running part derived from

the given harmony were all of the same rhythmical value. Such a

part can have but little melodic significance in the aesthetic sense, on

account of its rhythmic monotony, and is, in fact, a species of count-

erpoint formed by embellishing the tones of the fundamental harmony.

If, however, we add to a given harmony a melody possessing rhyth-

mic variety and interest, as well as contrapuntal accuracy, we are

at once outside the proper sphere of harmony in its strictest sense.
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Gounod (in his well known Ave Maria) has added a striking

melody of this kind to a fundamental harmony by Bach :

272.

^WR
^ ^- -J

— —^
2?——Z?

1 ^—r-z?

—<S> ,$> 1

—

„ J

(it—s #_*_^ s^. «-}—s>—l-l-— 1 1 1 1 1

J

r> -&- -&- -&-

etc.

-* * -* ~i:« -i-l-
\ Z7 h- 1-* -r* 4-| 1-

No arbitrary rules can be given for the construction of such melodies.

The beautiful in art is not developed by rules, but by reasons, and it

is hoped that the musical pupil, with the experience gained in the

preceding lessons, will be able to avoid the illogical, common-place,

and ugly for himself.

The cadences on pages 14, 17, 22, etc., may be used as fundamen-

tal harmonies for melodies, which for the present are to be written

only in the upper voice.

Also to the following harmonies.

1.

m
-<s>-

&&-
=1:

-&r
Tf

9i-i22z_H-alz2:
& &

ill
"ST
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1

/

2.

_^

—

=fc=fc L
ZP -hrf- nPE-*—

1

1 & —g" »

—

r tr

1 fv- Q f? & c II
1 ^t$-

& fs ^ £5 II
1

j
1 fir5 IIV t>2 1

1 M 1-L^ p_ 1.1

§ii§3l£

4
11*11

\—4
fla-4—*-
"25*—2?-1—2?"

=t
£fS* :S—13:g—TFs*5>- iH-^f-»

£? (52-

*=*:

-7^:

-&-%&-
*=t

si—g: II

LESSON LXIII.

THE PEDAL OR ORGAN POINT.

A tone which is held or repeated against a series of passing chords

is called a pedal point, or organ point.

It commonly occurs in the bass voice, but is also to be met with in

the alto, tenor, or soprano. In the latter case it is sometimes

called an inverted pedal. It is most frequently used on the dominant

to postpone an ending

:

Bach.

m
J -3 * + 9 m* nt 9

273

32* * -& S- *
9

*
m

4
9

*
9

t^t*—s

—

^z
-F^f -=j-j£_^ -3-i-si
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^zzdgfc—* gzfczizzM

r
55fc=t

P^lPiP^iSP
i *

E)i=t it £=;}

r
3—^=^-1 3-H^=^ 3-H^f^^-3

Or on the tonic to extend and elaborate a final cadence :

274.

Ms
Bach.

* *F /t—^_

1 I

^—1^
I l

m* 43E

In this example the pedal point is in both the upper and lower

voices.

The sustained tone is used occasionally on other degrees of the

scale, and sometimes on both tonic and dominant at once :

275.

?fi5=fcz?Efm±4 -t-f-f^f^f—w-ti—Lj—u
etc.

^8= =a;
I

Numberless examples of such passages are to be found, especially

in works of a pastoral character.

The principle involved is the same as that of combined passing

tones or passing chords, the moving voices progressing independently

of their connection with the sustained tone. Thus many dissonant

combinations are formed, among which the dominant and diminished
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seventh chords on a tonic pedal (a) and the secondary seventh

chords on a dominant pedal (6) are the most important.

(a.)
,

(6.)

276.

•—g
l-i

-<Q- tH=t:
cr*

#™̂
r'

•—& II

I

£±e£
£2- :^i

-f2- II

No arbitrary limitations can be given governing the use of

dissonant harmonies against the organ point. The sustained tone

should be a root, third, or fifth of the first and last chords of the

succession, and the intervening chords should not be so persistently

dissonant as to be unsatisfactory to the ear. The more intricate the

harmony, the less should the voices skip, and diatonic and chromatic

scale progression are always of good effect.

The following is a stupendous example of an organ point on the

dominant, from the Symphony in C minor by Brahms.
Brahms.

Sva

277.

raJU. mn—mfr-rm^H
8va

!¥b J. j=^ *-•-•-• ' m^-p—p-i
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I etc.

_ I

EXERCISES TO LESSON LXIII

Add the inner parts.

OU-J I

^'

r i r-^^Jk' JjJ J I J jj ,|p

1§§& -& 1

—

G> 1

—

<S> >S> 1
5? &- -*?-

wn r fTH^L-L^4
5ilfP^4:— B> :*—

3.

^R - x TO^=fzzfrSEF=F H—4—

F

§Se

$=^—
t=F

•—£- •—#—X- s^
±: :

Ei^E
II
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Add one inner part.

:^m^mmmm^immmm\\
<V 3-f

2-5—F^2- F^—
:4z£

£= ^ e
r~r

Harmonize, with a pedal point in any voice.

TT
P •

-NsQ-

q—1—1—p»»^» -

P-#

LLrm/cxr *-* p
Write original periods on tonic and dominant pedals, using the

exercises as models.

LESSON LXIV.

THE INVERTED PEDAL.

The organ point in the upper and inner voices is frequently used,

especially in organ and choral works. The following is a beautiful

example by Mendelssohn : Mendelssohn.

278.

m&fg=t=*=*=4
p -Ur-^ aTTTj-J- -

¥^^- n t&m*n"WS'
I

1 4 P *Eth
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y-t !
1
—i—

,

\/—=- ^—

'

*—

I

1====9^=4^=£
fctp

£«_*L I=i*=w- -p—x- —|—*—*-*
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mi
' m had [—

J

1 1

— m L<S< ^H Kl-*-to—i &-—&-

ipZZtzfepEzg
i9^=*=S=rfg-t>-^y^»—

^

S—J—

I

Another one by Bach : Bach.

279.

—b—o—l^*~i^g== ^ i i i i i

^- —•&
T=^

I©— =pt=tm
n

ban.. .j f
ir-f^ i

T
i ^

EXERCISES TO LESSON LXIV.

Add the inner parts.

1.

XT
^ —t E==l z=tzzz=L

I

=t t=zU

_

—

-pzJte &-&S,

g^^E^^Jp-fj .«—(S-us
Add //*r£<? inner parts.

2.

j_

^^

#-

Add a pedal note and three other parts.

3. Alto.

l=ftt=t S=g=^
=£=FP=I=E izdfc :&z=:±—lafcSP-c-ffr^i
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Add the tenor and bass.

—±—r5—-Y- <v T~g r~s> Tsr—\~?^—
1 ^

=±±1=3
at*ia

&=*—£.
at^dt* ^is^: i^±

-g1—90-
TlSA
sjai

r
•—

*

-«^—

1

& fed:
,^—

*—UU-
-•—

*

-

-<S——l-(S- I
-^-. -<©-

Add the soprano and alto.

6.

W¥^r-

A
P—F* -#

see

-<$>-

5as=p=t3^3 B* ^—*—

•

^F^ffpF=P=F II

Write original periods, with pedal notes in upper and middle voi-

ces.

LESSON LXV.

MELODIC FIGURATION.

The elaboration and embellishment of a melody by means of non-

harmonic tones is called figuration. The nonharmonic tones are

often combined with the harmonic, in arpeggio forms and otherwise,

and all forms of nonharmonic tones may be utilized.
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The following examples illustrate melodic variation of a given

melody, the fundamental harmony remaining unchanged :

{a.) Original melody.

280. 9to§=STEgELFft-gg
-£—+-

Beethoven.

p=f

*ti 1—

i

w
-P-'-0- m -t- m -0- -•-•- L mm.*- &--T- ~P~

(b.) Figuration.

:=±:fcS:&sEzB

^_m. *=£ ^ *—•—* -•- *- • ,. #
t=J

I
1 1 h

§s» -i-— h-— !—— I— i—I

—

\

• n
r I g g g >H 1 kanmBbiMt H

i=t
m i-

(t.) Another figuration.

I
1 (-tfFH—1 \—\-

m?ttgf ! ri H^b.rn^"=rff^

•- •- •- -•- -•- -#-

fptt-u p-* *-#-h f1^ P fV^r^'^^t'f^^fT i i
f" n

(a.) Original melody.
Chopin.

28 1

£SWEB^tf—f: f
—q^~r ^1^1

(b.) Figuration. 5

m^1- •-•—#-»-•-#

14

—^-SS—i b^k^biy j

—

L
l /

•-
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(a.) Original melody.

r-£io, :lis
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Brahms.

tS^h
{b.) Figuration.

i^^!SSSiiii^^Betc -

The following example shows the different species of nonharmonic

tones, applied to a single given tone: (D)
Accented Accented passing

Suspension. Appoggiatura. Anticipation. tone.

'— I 11 _J Ll

283.

Retardation. Unaccented passing tone. Embellishment.

All nonharmonic tones are governed by the same general law as

the discords in counterpoint, viz.

I. Accented discords ??zust be prepared or enter from a tone of
the previotis chord.

II. Unaccented discords are introduced and resolved by dia-

tonic succession.

No arbitrary rules can be given for the selection of nonharmonic

tones in a melodic variation. As the object is to evolve a simple and

graceful melodic outline, unmelodious successions of intervals are

principally to be avoided.

The given exercises are to be worked as follows :

First. Harmonize the given melody.

Second. Make a figuration of the melody, two notes to each beat,

and reharmonize, retaining the original bass.
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Third. The same with four notes to each beat.

Fourth. The same with three notes to each beat.

SB :J I
-g s^ =tg g>- i

2. ^^ -^-r-z?-

H^r £= Lst
-g>—jg-

3.

3
"̂25* ^ e^gp|
^ F=t"23-

-zS

# •EES e£e§*r-id-d i j J
I J r lr-t=*&t=t

jt ~ fSL
W=t~* •

-F-

75 m
5.

ag±g t=^ 5=t
* g-

S=^£=C V—

E

*=

1=4 SHI*=•=£ i—^-

LESSON LXVI.

HARMONIZING OF FLORID MELODIES.

In harmonizing any embellished melody the harmonic tones must

first be mentally separated from the nonharmonic ones. The process

is the exact reverse of inventing a melody for a given harmony ( see

Lessons LXI and LXII). On general principles, the harmony will
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consist principally of the three principal triads and their inversions,

with modulations to the adjacent keys. Tones progressing by a skip

are usually ( though not invariably) harmonic in character; the em-

bellishment, on the other hand, being diatonic.

A melody may be simplified by omitting the ornamentation, ren-

dering the fundamental harmony somewhat more obvious. Thus :

a. Original.

284. 3=1**

b. Simplified.

:2=p:

t=f :fcz3=*
:^3=±=3=|
g=£g_rj

i sf
p

lT=ts a

In harmonizing the given exercise :

I. Reduce the melody to its simplest form, as above.

II. Harmonize the same, as simply as possible.

III. Write the original melody with the same harmony with what-

ever alterations are necessitated by the part writing.

IV. Harmonize the melody, off-hand, without reference to the

studies, I, II, and III, already made.

4 I M—^-^~~-4 Lj ViTjfe
>.

Bg^ig||gi|^^lb^gll
2.

i
Q—r>-t=—?=s 1

—

^—
1

—
1 1 1 1 1-

h-JK-fc^-b-ffc—=—1—M—1-4-
4= * r *

r* f -^SUJm '•
I- r i

—

l—T—T- • q*_?—

•

-lL^_J 1

1 •L
l I 1 1 pp -z?-
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lE^EEf*
:p=^ =n=q:

iEffl*3S
r i

I
r

#- •

3.

-^—.J-^
L^ ^^Egi^E^fer^e

Bis^JE^iiliiSEili^K- 1

T=a:

S^#^ -g-H«-f- t=* ^ PI

tf^^mmms£g£& -0L

^TfffTTrffl^^^ =1= St
-• s>-

F%p—4— i— i—p— ;— |—f4~h—^—•

—

1-}- 1— i

—

f—p [

^— i—i »|#—

g

-——^—J-—•—F^ tUS! -|—

|

f~l"

tj
#—i—

i

=4
i=^t

6. Bass given.

^-^^Pi-p^+^-^F^hrH-vR-F-H —h—* ±gzM
trtrrr
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s.

g_YEE^E>EEg;
m-t-m ±m

.t^glfe^il

LESSON LXVII.

ACCOMPANIMENTS.

Accompaniments are formed by representing the tones of a funda-

mental harmony in succession or by repetition, or as combinations of

both, forming figures which are reiterated at each accented beat, or

oftener. These conventional figures, of which there are practically

an infinite number, trace their rhythmic origin to the broken chords

and arpeggio forms in one, two, three, or even more voices. In the

more idealized forms, the nonharmonic tones and embellishments are

also freely combined with the tones of the chord ; two ( or more )

figures of accompaniment may be used simultaneously ; contrapuntal

parts are even introduced, or secondary melodies in the form of an

obligato added to the accompaniment.

The function of the accompaniment is to furnish a harmonic and

rhythmic background, which shall enhance the beauty and effect of

the melodv itself.
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Some of the more common figures of accompaniment are as

follows. Beginning with the broken chord form, in one voice :

(«.) 00 00

285^islsl
=p=+

T-=P=P=P=F=h=P=P:
H P ^ F—i—

W (ft)

-•- -t- -•- •- -—•-

^CZZL-p=p *=&d^z^[:=^=pi_^_UU-L=p±=|-F^^
-I—r~

i i i ii
P etc.

In two voices.

(a.) 00 (ft)

286
FRf—a—F— -g-

B±r-f-r-r-t IZgZTjEF
t-t

wo (^o (/0

Qf h===z==pr^EZ|=zipi±=pz==z=ji—=i=zpz^=P # T=t=i»=H etc

In three voices.

00
• :

(^o

287.

':

P^^pg,l^l^p^li=l

(d.) (ft) (/0

BEEjEEfcE
j

pfc^Ep;

i i

^1iletc.

With embellishment.

(a.)

Rt a P=j#=?
288. -v- #

—
f
——^F

—

r

0.)

t=3t
#—r

—

p—•—=*—!

0.)

t=l Ml ri-lr-r

w

i^g^y t=t
y-f-F&

f^lletc.
-r--r-"
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Two simultaneous figures.
(a.) (b.)

289.

I

^ _J 4 1 J 0) 9. » 1

95*
t±=9Z

(e.) V.) (e.)

£^5==^ i—

f

—m—m —-

By repetition,

(b.) (c.)

290.

±=:z*=b=i=a=t=it ::&z"=
|•—c— — —

-0- -0- -0-

* -+ -9- -9-

m

(d.) (e.)

9 0-

V * -4- -+ d
etc.

9^==: *==
-0- -0- -0- -0- -0-

II

The following examples are from the " Songs without Words" by

Mendelssohn, which present a remarkable variety of accompaniment

for lyric melodies.

1.

291
_rs _ jss?J?=£^ C5^ s==3^ s=^,

.
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No. 6. 1/

A.*

^M 4=±*
*=&= 2=5 V

No. 7.

Stfc:

^E^
No. lO.

-4

vr̂ i
:i2B IfefcS

mem =# S £S
-•-•- -•-

*t
P • * P ?

-•-

I

No. 14.

fe#^
»—»—»—#-

q

1

= q r -r

, . . . . q -J- ij4 a q-i iq n

Form the following chords ( at the pianoforte ) into figures of ac-

companiment like the examples at 285-290.

-& -&- f: -%;

J$i-%— 'O a -

cP -|g-|-^| "• lUbSg Iffug* IIas & g
1 » 1 a r* rip II

Rewrite the following harmony in the form of an accompaniment

according to above models.

-&. _£2_ £2. £2.-S>-

gfcBf£E:.E * IB
s>- :«^: :^- :S>: -gg- -g-

-<2L eil
The cadences on pages 14, 17, 22, 28, and 36 may be used in the

same way.

The melodies given in Lesson LXVI may now be accompanied, with-

out altering the harmony previously written. Accompanying figures

should be chosen, best adapted to the character of the melody, and

each piece when completed must be possible to play.

The simpler melodies in the preceding lessons may also be used.
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LESSON LXVIII.

THE CHROMATIC SCALE, HARMONIZED.

The nature of chromatic progression is such that the greatest possi-

ble scope can be given to any harmony which accompanies the chro-

matic scale. The simplest method is to consider each sharped or

flatted tone as a chromatic alteration of one of the degrees of the dia-

tonic scale. Thus

:

292

m*=$==&&
p J3 \f \f C—(su

I

—

X
t t=t s I 1

—L—Iz

-|— I— 1—

r

i
Or we may modulate in sequences between the tones of the chro-

matic scale, regarding them as the roots of a series of tonic chords in

a circle of major seconds, major and minor thirds, perfect and aug-

mented fourths, etc. For example :

( For convenience sake the chromatic scale is here based on F.)

293.

I etc.
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4. F

I

5.F

Bb

#*

Eb

-^"-Ffeetc.

W=*=fc
t=^=d=5

*=3P-
I

1=^
I

B

# be*—fa

ii

I

The harmony which connects the tonic chords must progress as

smoothly as possible. Each tonic chord will be immediately preceded

by a dominant, or diminished seventh, or other chord of which it is

the resolution, and any chord may be written enharmonically.

Continue each sequence as here indicated. Each exercise should

be carefully written out and transposed, at the Pianoforte. The dia-

grams in Lesson LIV will be found useful in this connection.

1.

$^§^^m^mp=
fer—

^

etc.

§>^rs;S2EEEE^
f2-

Also beginning on E.

^l^iilp^Fi^ III
I I

9^§
-(§- -*-h

', ._

See t=t p 1
Also beginning on E and Eb.

3.

^# ^—
J

fc

t-J i I
Also beginning on Gb, G, and At?.
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4.

:g* %-a^yql- ^ T n TIT T 1

'^^fln-t

•—f bi -V
etc.

Continue the circle of fourths until complete.

II

t=3=d 6p=fc
II^ * F- f" ?T

«* 1=t=t
^J Continue in open position.

u
ur~r

Also beginning on Gb, G, Ab, A, and BP.

The harmony of the descending chromatic scale may be founded on
the following sequences.

1.

-g-
f

2—jg-F-g)—F-F-F—^R—W-\W-f»-\-^-^p-\-^st-

etc.

IB3:2zt
^

Also beginning on E.

1232—Szz«_
a

i r r
ffitl"«-fe:ffg?-frffiJ: ES

etc.

2zS:Sztz-

i

W=^ft
Also beginning on E and E?

3

42

etc.

11Sil
Also beginning on E, Eb, and D.
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P*
I ul Im$&mm*Eitd=fct j—l-rt^m S=<8 VJb

etc.
etc.

9^gegt
p f r VSB I

Continue the circle of fourths until complete.

5.

P?
Jat

^(gj)P^^a^g^B-s>-

etc.

ii^=fe^^i=p 1
Also beginning on E, Efe, D, Dl?, and C.

Sequences may also be formed of tonic chords in the third and

fifth positions, connected by modulating chords. The student is

recommended to invent such forms for himself and carry them

through all the keys.

LESSON LXIX.

THE FIGURED CHORALE.

Passing tones may occur in two or more voices at once, provided

that objectionable progressions (parallel fifths, octaves, etc.) are

avoided.

Thus it happens that parallel thirds and sixths are of very frequent

occurrence as passing voices and are sometimes combined with a

fourth, forming passing chords of the sixth, and sixth and fourth.

(See Lesson LXII.)
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294.
mi^E^ mmm

etc.

l

By combining the different species of nonharmonic tones, in har-

monizing a given melody, the voice parts are made interesting and

melodious. In fact, the licenses of progression which are allowed

in part writing are entirely due to the independence and individual

interest of the separate parts. Thus Bach illuminates the following

simple harmony :

Original harmony. Bach version.

295.

j=Zf *=t SEEj^j
-<S>-

m lii

m (

J-U
ffi -<s-

j
i n i —

The following chorals are to be first worked by altering the given

parts (except the soprano ) with nonharmonic tones, so that a contin-

uous rhythm of four quarter notes is present in every measure.

1.

<S--<9- m -U4
—l-f, -eS-

<^—z^-

^-g:jg-g- :^2_j:

I I

-(2-

§ie^ i2 £=F
I

Hfi. _^L

EEE3
S-.SBSjg^gj

4=1HiHH*g
^SZ.

(2-r£2-^_, .

~^fMf
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After which they are to be rewritten, with original harmony from

given soprano only, continuing the motion of quarter notes in any or

all voices as before.

Work out each chorale also in triple rhythm, i. e. with a contin-

uous movement of three quarter notes in each measure. Thus

:

i
4-

»t^r

m 3=

:» -¥
•f-

m
J*

fc t

r—a*^=W

This work may be continued indefinitely with more elaborate

rhythms of quarter, eighth, and even sixteenth notes in each measure.

Magnificent examples of such figured chorales are found in the organ

works of J. S. Bach.
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LESSON LXX.

THE FIGURED CHORALE, CONTINUED.

BASS GIVEN.

The figured chorale with given bass, presents a slight peculiarity in

harmonizing, viz. : in order to form a cadence at the end of each

verse line the last bass tone must invariably be the root of a triad.

This leads to somewhat freer modulation than is the case when the

soprano is given.

The chorales are to be worked out in the same manner as in the

preceding lesson, viz. :

I. Harmonized (as simply as possible) .

Bass given.

££ -&
-z>-

1»

i^e 9—t W-*
x==x 1

II. The same with passing tones, suspensions, embellishments,

etc., in the upper voices.

ee; bfe^=^Efe
g*—i—Jg^-J V SE* p- £&-

+~3t 1

H=- «
1

teV >-
etc.

-*-?

1g^te £^S

III. The same in triple rhythm with non-harmonic tones in the

upper voices.
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3 *
I

—-1-^ zrjiP^t^f -* •

I

I

I

9i^#
#- 4a-*- -J-

i

5S
:p===q̂ ^lg=B

jiL _#1 I k I «

§« -©>—

E [I

The complete chorales to be thus varied are, viz. :

1

.

£gg
£2 n£2 £?_

t=J:
-0—

F

-S>—r^ < 4= HS>

1t=t t=T

-5^— r—-t paE3t=t *—

•

t=£
S (2-

9^-g-g^^^^:r=E
i5»—r^2 &—r&- «»

f=2 (2 £? P-—V&—&
P=t=*

« S *—*—•-

i i
i

- *=«: d:
J)

EpESEit5E=J- is'-ft2 -
I iSM-MP-* hte= ^ 1

ss
-^ G ^s^ep
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LESSON LXXI.

The chorale with alto or tenor given, is to be worked in the same

manner as the two preceding lessons, viz. :

I. With simple harmony :

Chorale in alto.

;se te1—T—

f

w- ima
.a., etc.

§±E
r—

r

1

II. With nonharmonic tones in the other voices

:

:±
-4-

1EEj ^
&—

w^m *-M
etc.

:p: m
III. And in triple rhythm :

A I I
I I

I 1

3=£
II:4=e ~&— -&— m ^_ *s

r
r-i 1 I /rs

J: i -J^ gg=^g^|j|

©>-

4-e- =t=t
t

The complete chorale is as follows

:

No. 1 . Alto.

E =t =t9 (9 & 32 B t=*^—L
s»—«— l-sr

EM *=3
U^" *t **=
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—

& & i==^=i=i=3=^ zt=a

No. 2.

The following is to be worked the same way, in the tenor.

:e;
&—&—&—&
:eeee

*—a TW~T :?=w=-}

& G> #

t=t=j M «- f—»-^ fa

H———

w

=F=f

LESSON LXXII.

ANALYSIS.

In analyzing the given excerpts the following method is to be

observed

:

I. Copy the piece carefully.

II. Analyze the piece harmonically, indicating the derivation

of each chord and all the modulations. Chromatic changes may or

may not produce modulations. In all cases define the harmony as

simply as possible.

III. Indicate carefully all the nonharmonic tones ( suspensions,

anticipations, organ points, etc.) and account for every tone.

The following model shows the method of writing out the anal-

ysis. This work may profitably be extended indefinitely. A com-

prehensive study of the chorales by Bach is earnestly recommended.
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The chorale is continued as follows :

q=F$
fr—U „ m ,4-Ki-rli—4—4—44J ' 'r-^-J

-# ^J I—J±l—=-#—,-l •—

F

m^m^m^g
-4—1-

^=^ 4-( d

—

j- ?=*=£
-J L

*^=§? t=i

9K r
l -li—p^—^F===^t==^r—M=+=P-F-

J U kj kf £5

&• *r# W 3
5fc*

•- •- •- •-
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Mozart.

Andante caniabile.
fr.

I. #^ J ^^,

SEE
ff 5T *-^ ^-^@

=t=J=i=±
E=a^=.tf—5—

J

-—i——

-

3=t
S3
33=£

i J—r3

#-*-*-
tt-

!«-m
a-»-F-i

—

r i—l—F-a = !-#-(-•——I

—

7^^h il I
I—|-i—f^ ! •-

^-^FBSVrrf—r—r—^r # 5~
i r>^ i-*j ' i ^

|—

3

Him
3. ^^^ Haydn.

a.2j J^a^^r&^sH^^-^^
i
^r r^

i f i '^•jT^-f-M'-pi

jTft^p^ F ~
. .

:F* J
'

1

^3
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4.

Adagio.
Beethoven.

-•- •- -m- •- -*- -#- -*--r-*- #- -5-

Thftd—

#

y * 1 X

5: 3=?S ^-N-

9i fc&M--HP #- 4-* d J 1

* *^*

Mendelsohn.

=taf
e -*-*td-«

'-q—

1

k

mh^m&t :8=g:
_|=i*_J__|-J

r
*=*

»

^te^
'*?—*p=$ v~=^&

1 n,-j

C :zl̂
HB

Schumann.
Andante.

I

'

i

j"

gBEBP-^aqtf^J: JIJ^u^

—

^

-*'-aJ
J -\ j"l J I J-*!
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9tzfct
m± . -£-__p-_=: ^ft= _*— £ i

-J

F=q=* siii
7.

fc =Pt

Wagner.
£va

I tu4=J J
| j:: £J-I

#=f IFF SeS

^ e

#m.

tf
—S^f—rr-pr f-d*—^H5—

f

t—F—^¥-—f ¥-
-.-*- *• * a

f=F

•-W-

4&i^P^iig|t^s
mm

t +

:ast
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CONCLUSION.

The harmonic combinations formed by extending the series of

thirds upwards from a given chord of the ninth, or secondary

seventh (chords of ninth, eleventh, and thirteenth), have not been

specially discussed in this book, for the reason that thorough practice

in the use of the secondary seventh chords and suspensions has a

tendency to develop these combinations in their most practicable

form

.

Only by experience does the student finally learn to make a virtue

of necessity. Therefore, the author has not thought it necessary to

reiterate warnings against hidden fifths and octaves, and against

false relations, after their initial definition, preferring to leave these

matters to the discretion of the intelligent teacher.

All the given lessons in the use of the nonharmonic tones may be

continued indefinitely, to the great advantage of the student, especially

the lessons on the figured chorale, which form in themselves the

most natural introduction to the study of counterpoint or part

writing.

The general laws of part writing may be briefly summarized as

follows

:

I. No progression is right if it can be altered for the better.

II. No progression is wrong \i it cannot be altered for the better.

III. Any progression of not more than one degree which does not

involve consecutive fifths, consecutive octaves, augmented seconds,

or false relations, is not wrong.

IV. Between a strong progression and a strong chord, choose the

strong progression.
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Contents: Morning Song, Aunty'3 Waltz, What Grandpa used to play,

Going to School, Coming from School, Happy Jack, Hunting Song, Carmen
Waltz, Danse des Pages, Bohemian song.

—Seeks Kinderstlicke (First Grade) 75
Contents : Loreley Waltz, Autumn Song, Home Again, Eventide, Rondo

Gracieux, The Little Turk.
Beethoven. Album of 12 favorite and easy Compositions 40

Bertini-Germer. Fifty Selected Studies from Op. 100, 29 and 32, .75
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Twenty five easy and progressive studies for beginners.

Eilenbergr, R. Op. 19. Ten Tone Pictures. (Tonbilder.)
Contents: Hide and Seek (Haschenspiel), Merry Go Round (Carrousel),

Merry Kate (Die gliickliche Kathie), Tired of Play (Des Spieles miide),
Happy Comrades (Frohliche Kameraden), Hazel's Dance (Tanz), Off to
Dreamland (In's Traumland), Goblin's Revelry (Koboldschmaus), Frog's
Carnival (Frosch Karneval), Chasing the Butterfly (Schmetterlingsjagd).

Grieg", E. Op. 43. Lyric Pieces
Contents: Schmetterling (Butterfly), Einsamer Wanderer (Solitary Wan-

derer), In der Heimath (In the Homeland), Voglein (Little Bird), Erotik
(Podme), An den Friihling (To the Springtime).

Gurlitt, C. Op. 101. Album Leaves for the Young
Contents : March, Morning Prayer, Serene Morning, Northern Strains,

By the Spring, Slumber Song, Lament, The Fair, Turkish March, Song with-
out Words, Waltz, The Little Wanderer, Grandfather's Birthday, Valse No-
ble, Loss, Scherzo, Free Fancies, Sunday, Hunting Song, Leap for Life.

Heins, Carl. Eight Favorite Salon Pieces
Contents: The Dream of the Reaper, Reaper's Parting Song, On the

Mystic Lake, Shepherd's Idyll, Country Dance, Maiden's Dream, Ramblings
in Springtime, The Flower Fairy.
Heller, Stephen. Op. 45. Twenty five Melodious Studies
—Op. 46. Thirty Progressive Studies 1.00

—Op. 47. Twenty five Studies for Khythm and Expression 1.00
A splendid edition of these well-known works.

Kohler, Louis. Op. 50. First Studies for Pianoforte
-Op. 151 . Twelve Easy Lessons

Twelve Little Studies for the development of Velocity.
Elementary Studies for Pianoforte
Very Easiest Exercises

Op. 157.

—Op. 163.

—Op. 190.

—Op. 232. Short and Easy Etudes, without Bass Clef

75

1.00

.50

.50

.50

.00

.50

.50

FOR SALE BY
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PIANO SOLO.— Continued,
No. Trices.

5. Kohler. Op. 249. Practical Method for the Pianoforte. Parti.. .75
In addition to the original method, we have added two pages of elementary

instruction, and three pages containing all the major scales, with new and
original formulas for scale-practice, the whole revised by Hans Semper.

6-7. —The same, Parts II. and III., each 75
The finest edition of this method on the market. Each volume contains five

additional pages of Scales and Chords, with other technical exercises.

50. —Op. 210. Children's Album 75

94. Krause, A. Op. 2. Trill Studies. Complete 1.00

95. —Op. 2. Book I. Trill Studies 50
96. —Op. 2. Book II. Trill Studies 50
98. —Op. 4. Eighteen Studies for Beginners 60

36. Krogmann, C Ten Musical Bon-Bons for Pianoforte 1.00
Contents: Valetta (Dance Italienne), Barcarolle, Little Drummer Boy,

Jack in the Box, La Jolie Duchesse Polka, Bells at Eventide, Doll's Lament,
In Slumber-land, Christmas Dance, Graziella Minuet.

85. —Op. 15. Zephyrs from Melody-Land 1.00
Contents: The Little Prince—Waltz, Santa Claus Guards—March, Song

of the Sea Shell, The Rainbow Fairy—Mazurka, Leola Waltz, Primrose Dance
—Polka, The Little Patriot—March, The Pony Race— Galop, Vesper Bells,
The Merry Bobolink, Evening Song, The Robin's Lullaby—Waltz.

69. Kullak, Th. Op. 48. Book I. Preparatory Method of Octave
Playing 1.50

o7. —Op. 48. Book II. Seven Octave Studies 1.25
A fine edition of this well-known work.

54. Liemoine, H, Op. 37. Etudes Enfantines 60

10A-C.

—

Loeschhorn. Op. 65. Etudes for Beginners. 3 Books, each .50

11A-C.—Op. 66. Etudes for Medium Grade. 3 Books, each 50
12A-C.—Op. 67. Etudes for Advanced Pupils. 3 Books, each 50
76-78. —Op. 84. 60 Melodious Exercises for Beginners, in progressive

order. 3 Books, each 50

41-43. —Op. 186. Melodic Exercises for Beginners. Books I. and II.

each $0.60. Book III 75

33. Mendelssohn. Op. 72. Six Christmas Pieces 40

28. Noyes, Edith Kowena. Eight Album Leaves 1 .00
Contents : The Hunter's March, Invitation, Funeral March, In Fairyland,

Absence, The Wedding March, Barcarolle, Chimes of tne Witched.

52. Reinecke, Carl. Technical Studies (Arpeggios) 75

53. —Technical Studies (Scales) 75

19. Sartorio, A, Op. 34. Six Easy Pieces 1.00
Contents: On the Green, Happy Outing March, Italian Song, OJ to the

Chase, The Reaper's Dance, Longing.
32. —Op. 233. Pictures of Youth. Nine Easy Eecreations 1.00

Contents: On the Jump, On the Meadow, Happy and Jolly, Dear Little

Sister, Reflections, Good Company, Pleasant Voyage, Pleasant Meeting,
Happy Little People.

64. —Op. 269. Six Eecreations without Octaves 75
""Contents : The Alps, The Happy Hunter, Hungarian Dance, Slumber Song,

Little Flyaway, Country Dance.
70. —Op. 274. Melodious Recreations. Six Second Grade Pieces 75

Contents : A Walk in the Woods, Country Dance, In the Twilight, Happy
Youth, Processional March, Spanish Dance.

This set of pieces is published for Duets as No. 66 in " Ed. Wood."
65. —Op. 280. Childhood Memories. Six Recreations with both hands

in Treble Clef 75
Contents : Little Story, Sister Mine, The Little Gem, At the Dawn, Incon-

stancy, Jolly Comrades.
100-3.—Op. 342. Modern Method for the Pianoforte. In 4 Books, each .75

An important work by this well-known writer. The exercises will all be
found very melodious and interesting for both pupil and teacher. The design
of the school is to lay a permanent foundation for the best class of music, and
is arranged in a very systematic and progressive manner, the various difficul-

ties being carefully explained and introduced in their natural order.

30. Scharnke, L. Youthful Dreams. Ten Short Pieces for Piano 1.00
Contents : A Great Secret, The Little Recruits, The Little Ballet Girl,

Lullaby, Cuckoo's Song, The Contented Goose, Grandmother at the Piano,
Out for a Holiday, Thoughts at Eve, Parting Song.

27. Schmitt, Aloys. Preparatory Exercises (from Op. 16) .40

As a supplement to " Edition Wood " see lists of
"Edition Cranz" and "Bosworth Edition."
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PIANO SOLO.— Continued.
No. Trices.

49. Schotte, IiUdwig". Scenes of Childhood. Twelve Easy Sketches 1.00
Contents : The Postillion, Pleasant Ramble, The Rocking Horse, Birds in

the Wood, The Water Nymph, The Mill, The Soldiers March Past, The Gipsy,
Grandmother's Story, Village Festival, Fairy Tale, Good Night.

67. Schultz, F. A. Scales and Chords 25

44. Streabbog, L. Op. 63. Twelve Melodious Etudes. (Very Easy.) .75

79. —Op. 64. Twelve Melodious Etudes. (Second series.) 75

38. Wolff, Bernhard. Op. 117. Twelve Short Studies 75

39. —Op. 118. Twelve Octave Studies .GO

40. —Op. 119. Three Instructive Sonatinas 75

20. —Op. 173. Ten Little Musical Stories for Young Players 75
Contents : Evening Glow, In the Strange Land, The Tattler, The Com-

plaint, The Joyful Wanderer, Tr'aumerei, Joyful Message, Remembrance,
Spring is Here, Happy Home-Coming.

82. —Op. 185. Spielbuch. (First pieces for Piano.) Thirty seven
very first pieces for pianists. Intended as a supplement to
every Pianoforte Method 75

89. —Op. 188. Twelve Etudes for Piano 75
An important addition to the list of useful Pianoforte Studies. These

Studies are very similar in style and design to the Studies of Heller, being
very melodious and interesting.

—Op. 190. Twelve melodious Recreations in form of Etudes, de-

signed as preparation to Op. 188, in two books.
90. —Book I. Melodic Playfulness. Dance. Playing Tag. Arab-

eske. Song without Words 60
91. —Book II. A Faithful Heart. Happiness. Tarantelle. Tenderness.

Evening Bells. Serenade 60

83. —Op. 191. Very First Studies for Piano 60
Twenty short exercises for the equal training of both hands.

PIANO DUETS (Four Hands).

Hofmann, Heinrich. Op. 46. From my Sketch Book. Twelve
Duets of moderate difficulty. In three books.

22. —Book I. Over the Waters. The Last Farewell. Along the
Brook. Under the Village Linden Tree 75

23. —Book II. Discourse. Hunting Scene. The Nightingale Sings.
Rustic Dance 75

24. —Book III. At Parting. Snow Flakes. In the Forest Inn. Rov-
ing Bird 75

8. Low, Joseph. Teacher and Pupil. A Practical Course of Four-
hand Piano Playing. New and revised Edition. Part 1 75

9. —The Same. Part II 75

—Op. 41. Twelve Characteristic Duets, with the Primo Part on
Five Notes. In two books.

25. —Book I. Album Leaf. In Spring. Cradle Song. On the Green
Mead. Sailor's Home-Longing. On the Swing 60

26. —Book II. Little Hunting Song. Morning Serenade. Peasant's
Dance. On the River. Harpist's Evening Song. Off to the
Wars 60

106. Sartorio, A. Op. 235. In Springtime (Aus Friihlingstagen) 75

Contents : The Violet, Peaceful Valley, Go Ahead
! , May Night, Wreath

of Roses, On the Water.

107. —Op. 236. Forest Pictures (Waldbilder) 75
Contents : On the Edge of the Woods, Through Field and Forest, Peace-

fulness, A Walk under the Oak Trees, Flower Dance.

QQ. —Op. 274. Melodious Recreations. Six easy Duets 1.25
Contents : A Walk in the Fields, Country Dance, In the Twilight, Happy

Youth, Processional March, Spanish Dance.

74. Schultz, Ed. Op. 202 . Six Easy Duets for Pianoforte 1 .00
Contents : Springtime, Lovely Nosegay, Little Madcap, Song without

Words, Shepherd's Hymn, Naughty Child.

As a supplement to "Edition Wood" see lists of
" Edition Cranz " and ** Bosworth Edition."
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PIANO DUETS (Four Hands).—Continued.
No. Prices.

72. Wolff, B. Op. 194, Book I. Twenty one Four Hand Pianoforte
Pieces. From the very beginning, in progressive order and of
equal difficulty for both players 75

73. —The Same. Book II 75

YOCAL (With Piano Accompaniment).

34. Mendelssohn. Complete Vocal Duets. (Ger. and Eng. Text), .75

29. Noyes, Edith Rowena. Seven Love Songs for Low Voice... 1.00

Contents : Scottish Love Song, The Rose Lover, Lullaby, Lament, My
Lover Sang, Love Song, A Heart Song.

YIOLIN SOLO.

86. Griin, C Modern Elementary Method for the Violin 1.00

This does not claim to be an exhaustive work, but simply presents and un-
folds the elementary part of Violin playing in the clearest and most rational
manner possible, laying a substantial foundation for the higher technical and
artistic study of the instrument.

81. Hermann, F. Op. 30. Easy Stop Studies for Violin 75

Eighteen Stop Studies for acquirement of perfect intonation on the Violin.
For beginners. (First position).

16. Ries, Hubert. Op. 28, Thirty Violin Studies in the 1st, 2d
and 3d Positions 60

TWO VIOLINS.

17-18. Bloch, Joseph. Op. 11. Twenty Etudes for the Violin, with
Ace. for 2d Violin. 2 Books, each 75

58-59. Mazas, F. Op. 38. Twelve easy Duets. 2 Books, each 50

60-61. —Op. 70. L'ecole du violoniste. Twelve very easy Duets in

progressive order. 2 Books, each 50
55. Pleyel, I. Op. 8. Six easy Duets .50

56. —Op. 48. Six easy and progressive Duets ...*.,... .50

57. —Op. 59. Six easy Duets .50

YIOLIN AND PIANO.

88. Dancla. Six Petits Airs Varies 1.00

62. Pleyel, I. Op. 8. Six easy Duets, arr. for Violin and Piano by
Max Schultze 60

TWO YIOLINS AND PIANO.

63. Pleyel, I. Op. 8. Six easy Duets, arr. for Two Violins and
Piano by Max Schultze ,60

MANDOLIN MUSIC.

75. Christofaro-Lansing". Mandolin Method 1.00

A new edition of this celebrated work, condensed and carefully revised,
with the exercises placed in progressive order, and with additional recrea-
tions, by the well-known Boston teacher, Mr. G. L. Lansing.

87. Lansing. Thirty three Special Studies for Mandolin 75

Designed as a supplement to the Christofaro-Lansing Mandolin Method,
and consists of special exercises for the Tarious technical difficulties of this

instrument.

As a supplement to "Edition Wood" see lists of
•'Edition Cranz" and "Bosworth Edition."
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